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ABSTRACT 
 This thesis investigates the relationships between twenty-first-century American popular 
musician, Jason Mraz, and the most active members of the internet-based Official Jason Mraz 
Discussion Board: Right Kind of Phrase (RKOPers and RKOP, respectively) as a case study that 
aims to understand what online social networks, especially musical ones, may do and mean for 
their members. I propose that the combination of Mraz’s persona and his music, in concert and 
online, generates a set of values and practices that foster social cohesion among a subset of his 
listening audience, and that the use of computer-mediated communication is handled in such a 
way as to enhance, rather than detract from, this cohesion. As such, computer-mediated 
interaction via the internet becomes an additional variable in the dialogic constellation of modes 
of interaction as a means of asserting and maintaining individual membership in this social 
collective.  Furthermore, Mraz takes advantage of internet technology and shared knowledge and 
practices of his fellow cosmopolitans, intentionally cultivating this sense of what he calls 
togetherness, both on the internet and in the concert setting. It is my assertion that listeners are 
first attracted to Mraz and his music because of their appeal to young (largely female) 
cosmopolitans with a certain constellation of dispositions, but those that become active members 
of RKOP do so because they value this togetherness with each other. In other words, Mraz’s 
popularity within this cohort lies less in his musical abilities and more in the fact that his ability 
to project a participatory engagement that creates togetherness and intimacy through playfulness, 
informality (antivirtuosity in a sense), and a “be here now” imagery. This results in a social scene 
for RKOPers, wherein the music is initially a platform of contact but fades in importance as 
people get deeper into the scene and each other’s lives.   
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 This research presented herein demonstrates how Mraz’s persona, his music, the concert 
event (in person and via amateur recordings), and the internet (as both an access point and an 
interactive vehicle), all work together to index the concert experience and the values that are 
exposed within it, and furthermore reinforce togetherness. I also present the results of my 
ethnographic research with this cohort in order to understand how such social and musical 
relationships are navigated within a digital environment, and often eventually or periodically 
realized in face-to-face scenarios. Of particular interest is the fact that this may be accomplished 
in such a way that concert attendance is not always one of the primary entrees into the cohort, 
and, while knowledge of concert recordings is vital, physical attendance is not. Although not a 
direct substitute for concert attendance, knowledge gained via online recordings and participation 
in online discussions go far in enculturating RKOPers in ways that would not have been possible 
prior to internet technology.  
 Understanding this phenomenon may be useful in future theoretical considerations of 
transstate cultural formations (cosmopolitan or otherwise), studies of social networking via the 
internet, and the use of music and media as a vehicle for social cohesion. Mraz’s and RKOPers’ 
reflexive and intentional exploitation of digital media brings to light some of the ways that 
music-makers and consumers adapt twenty-first-century tools to suit their needs and values.  
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In loving memory of my mother, Miriam Olivia Brady, 
and with love for and gratitude to my brothers, Michael, James, and Ben.  
May we always find spaces for our togetherness. 
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i once assumed being attuned to a place like this was for the bored.  
but it’s so the opposite. it’s an area for activity and enthusiasm and everything in between.   
[…] and sure it’s freaking and geekie that this one is themed about me  
but in the present state of being, it’s also very flattering  
and humbling knowing that somewhere along the way,  
i’ve encouraged some folks who felt they had something to say. […] 
it’s a scene more than it’s a screen. 
- Jason Mraz (RKOP 07/08/04) 
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CHAPTER 1 
INTRODUCTION 
Ethnomusicological studies of social networks surrounding musical practices and 
consumption via the internet, sometimes called internet ethnographies, are slowly gaining 
attention within the field, although sporadically so.1 René Lysloff called for attention to such 
collectives and, though acknowledging the privilege and resources that are inherently necessary 
to be computer and media savvy, recognized that people with shared musical interests can and do 
experience social cohesion, often emerging solely as a result of computer technology and 
communication (2003:27). He questioned, as many have, whether or not the term “community” 
can be used when discussing groups that form on this basis, whether they are as real as offline 
communities, and whether “such online relationships can be described as meaningful and 
constituting a true community” (Ibid., 29). He concludes that 
discussions of whether or not communities do or do not exist on the Internet, or of whether they 
are real or virtual, should be focused instead on the nature and quality of the relationships among 
members. In other words, rather than question whether this or that online collective is or is not a 
community, we should perhaps ask what these social networks do and mean for their members. 
(Ibid., 56, emphasis in original) 
 
This thesis investigates the relationships between twenty-first-century American popular 
musician, Jason Mraz, and the most active members of the Official Jason Mraz Discussion 
Board: Right Kind of Phrase (henceforth called RKOPers and RKOP, respectively) as a case 
study that will hopefully contribute to answering Lysloff’s question. These actively engaged 
members may be viewed as a particular cohort nested within larger cosmopolitan cultural 
formations, most frequently found in college towns and city centers. 
Mraz is not the only contemporary popular musician today with a large internet 
following. However, though RKOPers may be driven to the discussion board because of Mraz’s                                                         
1 Cf. Bloustien et al 2008; Bryant 1995; Coates 1998; Cooley et al 2008; Fenster 2000; Kibby 2000; Lizie 2000; 
Wood 2008. 
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music, they end up finding others with whom they have much more in common, and develop 
relationships based on more than their shared musical interests. I offer a preliminary observation 
regarding RKOP and its counterparts for musicians John Mayer and Dave Matthews (to both of 
whom Mraz is often compared). Equivalents of RKOP exist for both Mayer and Matthews, yet 
the majority of content on those forums remain focused on the musicians and their music.2 
Conversely, on RKOP, the total posts that have nothing to do with Mraz are nearly double that of 
Mraz-related content.  
Though Mraz’s music and career are often associated with the likes Matthews and Mayer, 
conversations I’ve had with individuals about Mraz’s concerts and RKOPers frequently prompt 
comments such as, “Oh, they’re like the Grateful Dead and the Deadheads, then.” Indeed, there 
are a number of correlations between RKOPers and Deadheads, the first of which is that the 
diversity of content on RKOP more closely resembles the current Grateful Dead discussion 
board than either of the two mentioned above.3 Though this phenomenon is not unique to 
Mraz—the discussion board for American rock band 311 exhibits a similar inversion of 
interest—it is perhaps unexpected to those more familiar with Mraz’s pop-star reputation, and in 
any case does not detract from this study’s usefulness. The values of studying these online 
collectives will only expand as the internet continues to become an increasingly viable 
communicative and commercial vehicle for individuals, social media, and the music industry 
alike. This divergence in discussion-board-as-fan-site and discussion-board-as-social-network                                                         
2 On John Mayer’s equivalent discussion forum, non-Mayer related material comprises only 10% of the forum’s 
contents. Dave Matthews’ forum, while organized differently, indicates that discussions of the band and their music 
holds a significant majority of the forum’s content.  
3 Some Deadheads were “electronic pioneers long before it became fashionable to use the Internet or to populate the 
World Wide Web,” and did communicate electronically (Adams 2000:35). However, due to its nascence, the 
internet was not as available, advanced, or utilized to the degree that it is at present. As such,  
though the internet functions similarly in both cohorts, it does so to a much greater degree with the RKOPers. This 
study of RKOPers may provide insights that may not be otherwise possible in a similar study of the Deadheads 
during the Grateful Dead’s career.  
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reinforces the question, what does participating in the RKOP cohort do and mean for its 
members, and why might this happen with Mraz and his cohort more so than other like 
musicians (like Matthews and Meyer)?  
      I propose that the combination of Mraz’s persona and his music, in concert and online, 
generates a set of values and practices that foster social cohesion among a subset of his listening 
audience, and that the use of computer-mediated communication is handled in such a way as to 
enhance, rather than detract from, this cohesion. Mraz’s and RKOPers’ use of the internet fosters 
communicative interaction that indexes community-like structures more akin to cultural cohorts 
based on face-to-face interactions, while also functioning as a cohesive social element in its own 
right. As such, computer-mediated interaction via the internet becomes an additional variable in 
the dialogic constellation of modes of interaction as a means of asserting and maintaining 
individual membership in this social collective.  Furthermore, Mraz takes advantage of internet 
technology and shared knowledge and practices of his fellow cosmopolitans, intentionally 
cultivating this sense of what he calls togetherness, both on the internet and in the concert 
setting.4 It is my assertion that listeners are first attracted to Mraz and his music because of their 
appeal to young (largely female) cosmopolitans with a certain constellation of dispositions, but 
those that become active members of RKOP do so because they value this togetherness with 
each other. In other words, Mraz’s popularity within this cohort lies less in his musical abilities 
and more in the fact that his ability to project a participatory engagement that creates 
togetherness and intimacy through playfulness, informality (antivirtuosity in a sense), and a “be 
here now” imagery. This results in a social scene for RKOPers, wherein the music is initially a 
                                                        
4 The title for this thesis, Spaces for Togetherness, is a spinoff of a phrase (“spaces in togetherness”) by Kahlil 
Gibran in his seminal book, The Prophet. Although I am unsure whether or not Mraz drew his use of the word from 
the same source, he once wrote a song for his sister’s wedding, “God Rests In Reason,” the lyrics for which he 
adapted from the same book.  
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platform of contact but fades in importance as people get deeper into the scene and each other’s 
lives.  
 This paper will demonstrate how Mraz’s persona, his music, the concert event (in person 
and via amateur recordings), and the internet (as both an access point and an interactive vehicle), 
all work together to index the concert experience and the values that are exposed within it, and 
furthermore reinforce togetherness. I also present the results of my ethnographic research with 
this cohort in order to understand how such social and musical relationships are navigated within 
a digital environment, and often eventually or periodically realized in face-to-face scenarios. Of 
particular interest is the fact that this may be accomplished in such a way that concert attendance 
is not always one of the primary entrees into the cohort, and, while knowledge of concert 
recordings is vital, physical attendance is not. Although not a direct substitute for concert 
attendance, knowledge gained via online recordings and participation in online discussions go far 
in enculturating RKOPers in ways that would not have been possible prior to internet 
technology.  
 Understanding this phenomenon may be useful in future theoretical considerations of 
transstate cultural formations (cosmopolitan or otherwise), studies of social networking via the 
internet, and the use of music and media as a vehicle for social cohesion. Mraz’s and RKOPers’ 
reflexive and intentional exploitation of digital media brings to light some of the ways that 
music-makers and consumers adapt twenty-first-century tools to suit their needs and values.  
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CHAPTER 2 
 
LITERATURE REVIEW & THEORETICAL FRAMEWORKS 
 
Other Musical Cohorts 
 
There are a number of contexts in which Mraz and his music may be placed. I have 
already noted that he is frequently compared to Dave Matthews and John Mayer. He might also 
be couched in discussions of coffeehouse performers and lounge acts, due to his origins and 
penchant for engaging conversationally with the audience. Further comparisons could be made 
by comparing him to other musicians who view and present themselves as more all-around 
entertainers. Also, despite the fact that Mraz usually tours with one or more supporting 
musicians, the primary value is placed on him as an individual musician. As such, one could 
investigate similarities and differences between the portrayals of solo musicians and band images 
as a whole. A framing of Mraz within any of the above contexts would yield results beyond that 
which is presented here, but are not within the scope of this work. As this case study is as much 
about RKOPers as it is Mraz, I have chosen to use the Grateful Dead and the Deadheads as a 
point of reference and comparative foil. This is both because there has already been significant 
scholarly research conducted on the Dead, and because RKOPers’ social behaviors intersect with 
the Deadheads in ways that draw into focus the main difference between them—access to, and 
prevalent use of, the internet as a significant vehicle for and instrument of social cohesion. I 
invite future scholars to consider these other possible contexts in their work.  
The Grateful Dead, an American rock band whose career spanned from 1965 until the 
death of its leader, Jerry Garcia, in 1995, were followed by a well-documented musical cohort, 
most broadly referred to as Deadheads. As mentioned in the introduction, when I have described 
the RKOP phenomenon to outsiders, they often draw correlations between RKOPers and 
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Grateful Deadheads, often astutely so. As the focus of this work is not on Deadheads, a general 
prior knowledge on the readers’ part of the Grateful Dead and their music is assumed. However, 
because a number of these correlations do come up in discussions of RKOPers, I would like to 
here make the reader aware of two texts that investigate the Grateful Dead and the Deadheads as 
a musical cohort beyond simply being a fan base.  
The contributors to Robert G. Weiner’s volume, Perspectives on the Grateful Dead: 
Critical Writings (1999), are by and large Deadheads themselves, but may also be described as 
“musicologists, religious-studies scholars, lawyers, literary analysts, psychologists, folklorists, 
librarians,” among other walks of life (Adams in Weiner 1999:xiv). These authors approach 
Deadhead scholarship with an eye to exploring the many facets of the Deadhead cohort, whether 
it be in order to understand the individual experience of Deadheads, the interactions between 
various subgroups within the larger group, the role of the band within the cohort, and the 
relationship of Deadheads to the outside world. Insights from this text, as well as the one below, 
greatly informed my understanding of the Grateful Dead, and details of a number of the chapters 
will be touched upon throughout this thesis.  
 The book, Deadhead Social Science: You Ain’t Gonna Learn What You Don’t Want To 
Know (Adams and Sardiello, eds. 2000), was published a year after Weiner’s, and is a collection 
of chapters written by Rebecca Adams and her former undergraduate, masters, and doctoral 
students. Under her guidance, these students conducted fieldwork and explored the aspects of the 
Deadheads that interested them most, including the Grateful Dead music, Deadhead spirituality, 
the outside world’s perceptions of the Deadheads, and what it meant to self-identify as a 
Deadhead. Each of the chapters in this and the above text is relatively short, which, while only 
giving a snapshot of various aspects of the Grateful Dead and their followers, allows the reader 
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to explore a wide variety of ways in which the Deadheads experienced their world as a cohesive 
social group.  
 The Grateful Dead and the Deadheads constituted a social and musical collective whose 
existence, while sharing much in common with traditional face-to-face communities, was 
dependant on neither a specific nor static geographic location, thereby removing it from more 
traditional definitions of community that would require geographic ties as well as physical 
proximity. As such, the Deadhead cohort features a temporary proximity whose geographic 
location often changed depending on where the band was, and was also tied together through 
shared memories. This phenomenon parallels anthropologist Liisa H. Malkii’s “accidental 
communities of memory” (1997:91), which were based on temporary groupings of people in 
meaningful junctures in their lives (for example, while living in refugee camps or serving in a 
war together). Rather than functioning like “a local or national community,” they constituted “a 
less explicit and often more biographical, microhistorical, unevenly emerging sense of accidental 
sharings of memory and transitory experience” (Ibid.). This conceptual tool is a useful lens 
through which to understand the binding effects of shared concert memories among Deadheads, 
and RKOPers, the latter of which might be considered as an “intentional cohort of memory.”  
 
Computer Mediated Communication 
 
In the last two decades, several disciplines have been paving the way for studying the 
phenomenon of online groups whose membership may have a profound impact on their 
quotidian lives. These disciplines include sociology, business management, communications, and 
new media studies; specifically there have been many studies of online television, social 
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networking, and gaming networks.5 These authors of these works are concerned with the ways in 
which people compensate for the lack of certain experiential cues by using alternate or 
supplemental strategies in computer-mediated communication (CMC), especially when initiating 
relationships online. In doing so, it may be argued that, although utilizing altered processes, 
internet-users do manage to start, develop, and maintain business and personal relationships in 
the “virtual world.” A brief survey of these studies will be of use to the reader when later 
considering the interactive challenges faced, and solutions created, by RKOPers.  
 As early as 1978, anthropologist Alvin Wolfe observed a rise in anthropological interest 
in a complex form of network thinking. Although the internet phenomenon itself was in a state of 
infancy, he recognized the more general need for new models to “aid in understanding urban and 
complex social phenomena” and that the “network image of society comes to mind when we 
study city life” (1978:55). This need for new frameworks of thought became all the more 
relevant when individuals’ social worlds expanded not just within larger and larger urban 
centers, but even more so when internet communication allowed one to more easily connect with 
new people, regardless of their geographic restraints. Admittedly, this is largely a first-world 
phenomenon, and there are still some places in the world where the internet is not a part of daily 
life. However, for cosmopolitan populations around the world, it is becoming increasingly 
common to use the internet to interact with others beyond one’s immediate proximity.  
 A frequent issue that arises when discussing online relationships is the question of their 
“reality.” Based on age-old systems of face-to-face (F2F) interaction, it seems counter-intuitive 
that one could establish a significantly meaningful relationship with someone that one has never 
met in person. Yet letter-writers and pen pals throughout history have built relationships on long-                                                        
5 For a sample of additional works not afforded attention here, see Burgess et al 2009; Donath 1999; Ellison et al 
2006; L. Freeman 2000; Gray et al 2007; Hellkeson and Busse 2006; Jenkins 1992 and 2006; Wellman and Gulia 
1999. 
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distance writing. The difference that the internet makes is in its ability to connect a wider variety 
of disparate people in near-to-real-time rapidity.  Not only can one more easily find people with 
whom they are most likely to have plenty in common (through specific interest sites such as 
RKOP), but they are also able to communicate more frequently with people farther away, and 
with faster response. Additionally, disparate peoples are able to engage aurally with each other in 
real time (not so unlike the telephone), and in some cases, visually as well, the combined aspect 
of which sets CMC apart from letter-writing and telephone communication.  Therefore, some 
scholars have asked, in what ways do digital modes of communication affect one’s ability to get 
to know someone?   
 Twenty-first-century internet technology allows people to communicate via text, video, 
and audio, the latter two of which more closely replicate the visual and aural components within 
the many types of experiential cues common in F2F interactions. Even so, these experiential cues 
are skewed, and, in the case of earliest internet communications, the visual and aural cues were 
absent. Initially, many CMC relationships were developed solely via a text format, wherein all 
one had to go on was the words someone chose to type to represent themselves. Furthermore, 
many online relationships lacked the familiarity or stability of being rooted in a shared 
knowledge of a geographical place (“Oh, we both grew up in Chicago”) or an already established 
personal network of (or proximity to) friends through which one might be vetted (for example, 
“He’s a decent fellow, my sister’s hairdresser went to high school with him.”)  A number of 
studies focus on the fact that we, as humans, adapt the way we input information about a new 
person when digital access prevents us from the expected procedures of getting to know 
someone. Business leaders (and fields that study business models) that are using the internet to 
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streamline workflow and allow collaboration across continents have been particularly interested 
in understanding how to develop trust and liking within cyberspace.  
 In their study, “Evaluating Self and Others in Electronic and Face-to-face Groups” 
(1998), Suzanne Weisband and Leanne Atwater compare and contrast the ways in which people 
learn to trust or to like someone, depending on if they first met online or in person. Although 
they found that F2F interactions fostered liking and trusting more readily, they also found that 
similar levels of both features could also be developed in relationships based on CMC, it just 
often took more time. Furthermore, Joseph B. Walther and Ulla Bunz (2005) found that there 
was a direct correlation between like and trust in CMC-based relationships, and that more of one 
fostered more of the other. They also found that people compensated for the lack of experiential 
markers (eye contact, posture, tone of voice) often used while building trust. Trust was often 
based on the following factors, among others: promptness and frequency of communication, 
acknowledging others’ communications to you, being clear about what you are thinking and 
doing, and following through if you say you will do something. These principles of trust operate 
in F2F communications as well, but in those cases they are supplemented with other experiential 
cues. In early CMC, these principles of trust were often the only available data on which to 
establish relationships. 
 Building on these and similar studies, Lisa Collins Tidwell and Walther (from above) 
found that people often engaged in a number of passive, active, and interactive strategies as a 
means of reducing uncertainty, including passive observation, the active asking of questions, and 
the interactive practice of exchanging information. They wrote, “Individuals attempted to 
compensate for the limitations of CMC by hyperpersonalizing their interactions, presumable 
leading to accelerated gains in attributional confidence over the course of their brief discussions” 
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(2002:342). In their study of “communities of practice” (that is, communities built on common 
interests and goals, rather than physical location), Lisa Abrams (et al) also found that frequent 
and rich communication and consistency between word and deed were used when building and 
maintaining important relationships in online networks. They additionally showed that engaging 
in collaborative communication and giving away something of value were highly used as 
methods of developing computer-mediated relationships (Abrams et al 2003:66-72).  
 Most of the studies discussed above were focused on dialogic relationships among 
employees, both between separate businesses and within multi-sited individual businesses. There 
has also been a trend of studying online social networking sites, including Friendster, Myspace, 
Facebook, and their predecessors. Danah Boyd, who uses the capitalized version of “friend” to 
refer to friends on online social networks, writes, “Friendship helps people write community into 
being in social network sites. Through these imagined egocentric communities, participants are 
able to express who they are and locate themselves culturally” (Boyd 2006:2) (for a study in how 
members use their Facebook profiles to highlight aspects of their cultural or social identity, see 
Lampe et al 2007). In “Understanding Community in the Information Age,” Steven G. Jones 
further points out that online connection “does not inherently make for community, nor does it 
lead to any necessary exchanges of information, meaning, and sense making at all,” but it is 
again the “ritual sharing of information that pulls it together” (1995:20).  
The above studies have shown that, over time, internet-users adapt their methods of 
interaction to circumnavigate many of the otherwise necessary cues and processes in developing 
relationships. As an individual spends more time on the internet, they are more and more likely 
to improve their discernment skills in navigating the virtual world. They will learn new codes of 
conduct to adapt to old paradigms of value. Furthermore, it is likely that newer generations of 
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internet users, who more and more frequently grew up with twenty-first-century technology, will 
find virtual experiences to be easier to navigate, not having a prior knowledge of what life was 
like without it.   
RKOPers engage in many or all of these practices that circumvent the need for more 
traditional experiential cues in CMC, the most important of which are the “giving away 
something of value,” and the “ritual sharing of information” (this will be especially discussed in 
chapter 7). These repeated acts strengthen interpersonal bonds, increasing trust and affinity. 
Furthermore, the information that they are sharing, while initially strongly connected to opinions 
about or memories of Mraz’s persona, music, and concerts, increasingly becomes less about 
those things and more about their personal lives and values. These memories may be individual 
or collective (based on personal experience, narratives, or concert recordings), and provide 
cohesion among RKOPers as a cohort intentionally invested in their own promotion and 
perpetuation, as well as that of the artist that they follow.  
 
Performance Studies 
 
 Throughout this case study, I will be analyzing multiple forms of performance, especially 
Mraz’s performance of his persona, and the concert experience as an emergent and 
transformative performance and experience, co-created by Mraz, his band, and his audience 
(though one should keep in mind the many ways that access to a concert recording may serve as 
an initial substitute for attending a live performance). To this end, it is useful to establish a 
number of the theories in Performance Studies from which I draw inspiration.  
An initial consideration to keep in mind throughout this paper is the dichotomy between 
music as a product and music as a process, in tandem with the idea of music as a commodity 
versus music as an act of giving. In “‘Los Pastores’ and the Gifting of Performance” (1994), 
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Richard R. Flores writes about San Antonian working-class mexicanos who performed a 
religious folk drama in the context of their neighborhood and also in the San Jose Mission (for 
money) on the other side of town. Flores adapts Marx's concept of time as labor within a 
performative context—the labor of performance manifests itself in a gift-exchange and 
commodity-exchange. Whereas the rich relationship-building barrio performance (gift) creates a 
labor of reciprocity and gratitude, the shallow and impersonal Mission performance (commodity) 
fosters a discomfort associated with “structures of feeling” (Williams 1977:128). These parallel 
binaries (music as product/process, commodity/gifting) not only inform Mraz’s performance of 
persona, but will also illuminate disparities between the general cosmopolitan tendency to think 
of music as an object (Turino 2008:24) and the RKOP cohort’s contrary practices of musical 
participation and consumption.  
 A key feature to Mraz’s persona, and the activities in which he invites the audience (both 
in concerts and online) to participate is that of play.  In Richard Schechner’s chapter on play in 
his book, Performance Studies: An Introduction (2006), he writes that play, while difficult to 
define clearly, is “a mood, an activity, a spontaneous eruption,” it is a “category of creative 
thought and action,” it “embodies the ‘as if,’ the make-believe,” and functions as a process of 
“learning, regulating hierarchy, exploration, creativity, and communication” (2006:89-91). 
Schechner presents Roger Caillois’ four categories of play and games: 1. Agnon or competition, 
2. Alea or chance, 3. Mimicry or simulation, and 4. Ilinx or dizziness (Ibid., 93-94). Within these 
categories, it is the third that is of most interest to the present study: “Mimicry or simulation. 
Playing within an imaginary, make-believe, or illusory world” (Ibid., 94). During the concert, a 
noticeable amount of the play in which Mraz and his audience participate is of this sort. 
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Schechner further develops the act of play-as-make-believe by presenting the Indian 
philosophical concept of maya-lila. He writes: 
Maya and lila are Sanskrit words meaning “illusion” and “play.” The concepts embedded in these 
two words are hard to pin down—as with the Greek mimesis, praxis, and katharsis—key terms in 
Aristotle’s theory of tragedy—there is an enormous library of commentary, contradictory 
interpretations, and changing emphasis over historical time. The earliest meaning of maya was 
“real,” derived from its root “ma” – to “make.” […] But it was not long before maya became 
identified with the creative force as such, both divine and artistic; and with powers of 
transformation – the making of something out of something else, or out of nothing. Maya-lila: an 
Indian philosophical concept of existence as play where boundaries separating “real” and 
“illusion,” “true” and “false,” are continuously shifting and are wholly permeable. The notion 
that life is a game, a dream, a sport, a drama. [These multiple meanings reveal that] living is 
extremely unpredictable, unreliable, subject to sudden shifts, fundamentally playful, but not 
necessarily fun [and possibly that] all experienced reality is constructed. (2006:113-14, latter 
emphases added) 
 
Following Victor Turner, Schechner also writes that it is “by imagining—by playing and 
performing—that new actualities are brought into existence. Which is to say, there is no fiction, 
only unrealized actuality” (1986:363). One of the most important functions of Mraz’s play in 
concert (and in online communications) is to lay bare the constructed (and sometimes 
contradictory) reality of his life, imply the same of others’ lives, and encourage them to take a 
more active, and imaginative, role in their own constructions. Within the performance frame of 
the singer-songwriter genre is an expectation of the artist’s life merging with their art. Mraz uses 
that dynamic in order to invite his audience to transport the togetherness and enthusiasm that 
occurs during a concert back into their daily lives.  
It is because of this invitation that I would propose that Mraz is engaging in deep play, 
that under the guise of joking around and making things up, his underlying and more serious 
intention is to reconstruct the reality around him and his audience. I posit also that it may have 
positive financial repercussions. In his study of Balinese cockfighting, Clifford Geertz's 
interpretation of Bentham's “deep play” (1973:432) showed that play is one of the most serious 
acts we, as people, do. He writes,  
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Fighting cocks [...] is like playing with fire only not getting burned. You activate village and kin 
group rivalries and hostilities, but in “play” form, coming [...] close to the expression of open and 
direct interpersonal and intergroup aggression [...] but not quite, because, after all, it is “only a 
cockfight.” (440) 
 
A Mraz concert is in no way framed as a “serious” event, but it is possible that through the 
concert event, and through participating in the RKOP cohort, significant transformations are 
possible in listeners’ individual lives. These transformations have the potential of engendering 
togetherness, a byproduct of which could be fan loyalty and consumer support of more tangible 
aspects of Mraz’s music – albums, merchandise, concert tickets, etc.  
Numerous studies have established that performance is, or at least has the potential to be, 
transformative, an aspect to which Schechner and Geertz above have already pointed. In his 
book, Verbal Art As Performance, Richard Bauman writes that there is  
a distinctive potential in any performance by its very nature which has implications for the 
creation of social structure in performance. It is part of the essence of performance that it offers to 
the participants a special enhancement of experience, bringing with it a heightened intensity of 
communicative interaction which binds the audience to the performer in a way that is specific to 
performance as a mode of communication. Through his performance, the performer elicits the 
participative attention and energy of his audience, and to the extent that they value his 
performance, they will allow themselves to be caught up in it. When this happens, the performer 
gains a measure of prestige and control over the audience – prestige because of the demonstrated 
competence he has displayed, control because the determination of the flow of the interaction is in 
his hands. [...] When the performer gains control in this way, the potential for transformation of 
the social structure may become available to him as well. [...] [There is a] power inherent in 
performance [that can] transform social structures. (1984:43-45, emphasis added) 
 
The last of Deborah Kapchan’s four common denominators of performance, outlined in her 
contribution to Eight Words for the Study of Expressive Culture, expresses a similar sentiment: 
(4) Performance is transformative; like metaphor, it moves its participants to another social or 
affective state. […] These performances challenge boundaries, speaking their contradictions into 
being. [...] Performances are cultural enactments (Abrahams 1977); they appeal to all our senses, 
recalling us not only to our bodies and selves, not only to the subjectivities of others, but to the 
perpetual task of limit making, where we balance on the edge of the imaginary and the real. It is 
the task of performance to pivot on this border and to pluck the tense string of difference between 
the two realms, sending sound waves out in all directions.  (2003:131, 137, emphasis added) 
 
Mraz admittedly uses the concert event as a kind of petri dish for his own transformation, as well 
as that of his audience. He is largely able to accomplish this because of the established bond 
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between himself and the audience; they not only allow it to happen, their participation is 
essential to its possibility. The transformative nature of the concert performance both prepares 
for, and is facilitated by, togetherness. Two theoretical frameworks that help explain and 
understand how this occurs are those of Victor Turner’s liminality and communitas within ritual, 
and Mihaly Csikszentmihalyi’s flow.  
 In The Ritual Process, Turner established that “liminal entities are neither here nor there; 
they are betwixt and between the positions assigned and arrayed by law, custom, convention, and 
ceremonial” and furthermore, that “among themselves, neophytes tend to develop an intense 
comradeship and egalitarianism” (1969:95).  In the case of the Grateful Dead, Shan Sutton has 
already drawn parallels between Turnerian ritual and the day of a Grateful Dead concert (cf. 
Sutton 2000), and further parallels exist in the case of Mraz concerts. It is because of the concert 
event as a performance set apart from daily life, and as being in a liminal state latent with 
potential, that the groundwork is inherently laid for transformations. Due to a discrepancy in 
Turnerian definition, future discussions of this phenomenon in relation to Mraz will be termed 
liminoid, accordingly.6 The communitas experienced in Turner’s ritual is also of interest in this 
study. Communitas is “an ‘unstructured’ realm of ‘social structure,’ where often the normal 
ranking of individuals is reversed or the symbols of rank inverted” (Barnard 2000:86). Turner 
himself writes that “Communitas is almost always thought of or portrayed by actors as a timeless 
condition, an eternal now, as ‘a moment in and out of time,’ or as a state to which the structural 
view of time is not applicable” (Turner in Bohanan and Glazer 1988:508). Communitas has also 
been studied in relation to the Grateful Dead (cf. R. Freeman 2000), and, for the purposes of this 
                                                        
6 Turner, in recognizing the differences between actual rituals in “traditional cultures” and “ritual-like types of 
symbolic action” in “modern cultures,” specified that the latter were not liminal, but liminoid (voluntary, including 
recreational activities and the arts (Turner in Schechner 2006:67).  
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study, may be considered equivalent to that which Mraz calls togetherness. Mraz’s togetherness 
is also directly tied to flow. 
 Csikszentmihalyi’s concept of flow may be described as what people feel “when their 
consciousness of the outside world disappear[s] and they [merge] with what they are doing” 
(Schechner 2006:97). Csikszentmihalyi further explains: 
Flow tends to occur when a person faces a clear set of goals that require appropriate responses. 
[…] Another characteristic of flow activities is that they provide immediate feedback. […] Flow 
tends to occur when a person’s skills are fully involved in overcoming a challenge that is just 
about manageable. […] When goals are clear, feedback relevant, and challenges and skills are in 
balance, attention becomes ordered and fully invested. Because of the total demand on psychic 
energy, a person in flow is completely focused. There is no space in consciousness for distracting 
thoughts, irrelevant feelings. Self-consciousness disappears, yet one feels stronger than usual. 
(1997:29-31) 
 
In flow, there is a balance between the challenges present in the event, and the actor’s skills in 
surmounting those challenges. Too much of the former, and one becomes frustrated; too much of 
the latter, and one is bored. Within the concert setting, Mraz orchestrates audience participation 
in myriad and specific ways, engaging the audience’s attention and drawing them into the 
transformative liminoid space and away from the distractions of their daily lives (discussed in 
chapters 6 and 7). The more successful Mraz is in doing this, the more likely it is that flow will 
occur, at least among some members of the audience. In turn, the larger the number of audience 
members engaged in flow are, the more likely it is that they will experience togetherness.  
 This orchestration of participation is conducted through music (both the flow of the 
music itself, as well as the specific modes of sing-alongs), but also in words (both in lyrics and in 
talking at and with the audience). Though V.N. Vološinov's Marxism and the Philosophy of 
Language (1973[1929]) emphasizes the power of the word in creating meaning in space, his 
general philosophy presents language as a social experience that creates meaning in space.  
The organizing center of any utterance, of any experience, is not within, but outside – in the social 
milieu surrounding the individual being. [...] Utterance as such is wholly a product of social 
interaction, both of the immediate sort as determined by the circumstances of the discourse, and of 
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the more general kind, as determined by the whole aggregate of conditions under which any given 
community of speakers operates. [...] The structure of the utterance and of the very experience 
being expressed is a social structure. The stylistic shaping of an utterance is shaping of a social 
kind, and the very verbal stream of utterances, which is what the reality of language actually 
amounts to, is a social stream. Each drop of that stream is social and the entire dynamics of its 
generation is social. (1973:93-94, emphasis in the original)  
 
This creation of meaning in space is evident in Mraz's communications and interactions with the 
audience. Mraz just doesn't always use words (in Vološinov's sense) to create such meaning, as 
will be seen upon a closer analysis of what actually occurs in a concert (in chapters 5 and 6). 
However, the co-authored meaning created in the space of a Jason Mraz concert, through 
participation in play, in singing and speaking realities into existence, and the (ideally) resulting 
experiences of flow and communitas, may be, and for many RKOPers in fact is, a transformative 
and desired experience. 
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CHAPTER 3 
 
INTRODUCTION TO THE WEBSITES AND THEIR USERS 
 
Much of the research for this paper is based on periodic participant-observation with the 
RKOPers on RKOP, from 2007 to the present. It is supplemented both by face-to-face 
interactions at Mraz concerts to which I traveled to meet members of RKOP in person, as well as 
interviews conducted with group members in person and online 2009-2012. (I also conducted 
one interview with a Deadhead in April 2010.) Concerts I attended include Mraz headlining at 
the following venues: The Walton Arts Center, Fayetteville, AR (07/03/06); The Metro, Chicago, 
IL (04/09/08); Pearl Concert Theater at The Palms Resort and Casino, Las Vegas, NV 
(11/15/08); The Fox Theater, St. Louis, MO (11/23/08); Assembly Hall, Champaign, IL 
(05/02/09); The Hollywood Bowl, Los Angeles, CA (10/10/09); and The Cricket Wireless 
Amphitheatre, San Diego, CA (10/11/09). RKOPers also gather at “living room concerts” 
(LRCs) performed by either Mraz or his best friend, William Galewood, who is colloquially 
known as Bushwalla. I have also attended several LRCs of Galewood’s, the first at which Mraz 
was present: Oceanside (near San Diego), CA (01/19/08); Pacifica (near San Francisco) CA, 
(02/21/09); and Chicago, IL (08/12/09).  Additionally, I have listened to recordings of over one 
hundred live concerts, at least casually, focusing especially on twenty concerts drawn from 
throughout his career. After familiarizing the reader with the websites and their users, I will 
recount how I initially became involved with RKOPers and this research.  
 
RKOP History and RKOPer Demographics 
RKOP was founded in 2002 by two east-coast Mraz fans, at the time when he was 
recording his first studio album. That the site was started by fans, not by his record label, is 
worth noting when considering the intentions and dynamics at play with social versus 
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commodity computing. There are any number of sites that people can go to find others that share 
their interest—some are initiated by other people with that interest, and others by companies 
selling a product. Imagine a discussion board or Facebook group started by knitters, for knitters, 
to talk about knitting, and compare that the “Community” section of Kraft Foods’ current 
website (whose forums are focused on sharing recipes, meal planning/budget ideas, and ideas on 
entertaining guests) (Kraft 2012). The latter case is an attempt to create the experience or 
simulation of social computing, but is basically commodity computing. Though a link to RKOP 
exists on Mraz’s official website, it was not started, nor maintained directly, by his label or 
management, and though RKOP calls itself the “Official Jason Mraz Discussion Board,” it was 
not officially established by Mraz’s official representatives. This aspect becomes particularly 
salient when discussing the nascent “Community” section of Mraz’s official website (see 
postscript for more details). 
To date, RKOP currently has over 18,000 members, receives an average of 4,600 views a 
day, and contains over 6,000 topics of discussion.7 The board is divided into two large sections – 
Mraz Forums and Non-Mraz forums. Within the Mraz forum, which has over 150,000 posts, is 
the subsection “Jason Mraz Discussion” (JMD) (to discuss “anything Mraz-related,” as opposed 
to the specific sharing of concert information, lyrics, or guitar tabs) which has over 82,000 posts 
to date. The Non-Mraz forum, with nearly 200,000 posts overall, hosts a subsection, the “Non-
Jason Mraz Discussion Forum” (NJMD), which is responsible for approximately 183,000 of 
those posts. This subforum is the vehicle through which members of the site discuss their lives 
and other topics of interest (favorite books, films, hobbies, etc.), play word games, and post 
funny videos – anything that is not about Mraz or other musicians. All in all, there are 25 percent                                                         
7 As of November, 2011, it had nearly 18,000 members, an average of 3,000 views a day, and over 5,000 discussion 
topics. This increase is likely a result of recent interest in the upcoming release of Mraz’s newest studio album, Love 
is a Four Letter Word, due to be released in April of this year.  
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more posts on RKOP about non-Mraz topics than Mraz ones (200,000 over 150,000), and more 
than double the posts about the personal lives of site members than about general Mraz 
information (183,000 over 82,000). As was asserted in the introduction, Mraz’s persona and his 
music may be the reason that many initially come to the discussion board. However, the amount 
of non-Mraz-related content on the discussion board reflects the development of members’ 
relationships that have moved beyond just their common musical interest, and that these 
relationships continued to be reinforced via RKOP. It was my participation in this forum that 
first garnered my access to the cohort on which this study is based.  
For the purposes of this study, not all participants on RKOP would be considered part of 
the group that I am calling RKOPers. Someone that uses RKOP intermittently, or only as a fan 
site to get information, not share it, would not be part of the group with whom I have worked. Of 
the 18,000 RKOP members, those who have made over 1,000 posts during their time on RKOP 
number around 150 members (with the two most active members nearing 10,000 posts each), and 
many of the RKOPers with whom I have worked most closely are among those high posters. All 
in all, the group that I am calling RKOPers is about fifty to seventy-five members, depending on 
exactly what time period one is regarding. Though I attempt to understand the RKOP 
phenomenon throughout its existence, much of my information is focused on RKOP during the 
peak period with which I am most familiar—2007 to 2010. That is to say, RKOP is currently a 
much quieter place, for reasons that will be discussed later, and may or may not once again 
become a regular vehicle for the togetherness discussed in this thesis. Of these core members, 
thirty of them, at one time or another and often repeatedly, have engaged in direct dialogue with 
me about my research interests, either in conversations or interviews.8 I have drawn information                                                         
8 Interviews were conducted using the following methods: email questionnaires, follow-up emails, via Skype, instant 
messaging, phone calls, and in person.  
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from the others via participant-observation on RKOP and in person, or from other RKOPers’ 
comments.  
The RKOPers with whom I have had the most interaction hail from the United States, 
Canada, Australia, and northern and western Europe. Their ages range from being in their late 
teens to their sixties, the average age being between 25 and 35. Most interviewees are Caucasian, 
and, although the majority of the sixty-plus RKOPers are female, there are fifteen to twenty 
males in the group overall.9 That these numbers are presented as ranges is indicative of one of 
the challenges of working with a group of people that is not geographically bound—their status 
or involvement may change or shift more rapidly since physical presence, or absence, is not 
required. Almost all who are old enough to do so had completed some level of college education, 
or were currently in college. They vary in marital status from single to married with several 
children. They have been listening to Mraz’s music for anywhere from four to eleven years, and 
had, on average, been involved on RKOP only after a couple of years of listening to Mraz 
(unless they were around in the earlier days, in which case the two were more congruent or 
effected by when RKOP actually started).  
In light of these demographics, it is important to note that this study focuses on a 
relatively small group of people who are but a subsection of RKOP, and all are Anglophones.10 
Though Mraz appears to have growing fan bases in Asia and Europe, language differences 
appear to be the greatest challenge in these fans’ participation on RKOP. Similarly, there are 
French, German, and Dutch discussion boards that are used by speakers of those languages. 
Many RKOPers who post frequently on the message board have lifestyles or jobs that are 
conducive to extended or regular internet use. Some would post while at work throughout the                                                         
9 Interestingly, of the better-known and frequent tapers of Mraz’s shows, only one of them was female. Though 
males are a minority in the crowd, they drastically dominate the taping practices of the group. 
10 Less than five of them do not speak English as their first language. 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day; others would post after work while at home in the evening. Students posted between classes, 
or on study breaks. Others were homemakers who would post in-between or during tasks and 
errands in their day. To my recollection, few RKOPers in this study, if any, were unemployed or 
still young enough to be living with their parents. Most RKOPers had active lives, both on- and 
offline, with other hobbies, relationships, and musical interests. The other sub-forum in Non-
Mraz Forums (after NJMD) is the main place for the discussion of other musical artists. Though 
not definitive by any means, my discussions in person and in written interviews with RKOPers 
reveal none of them are only interested in Jason Mraz, but also a variety of other singer-
songwriters (most notably Matthews and Mayer), group bands, and even hip hop.  
Though RKOPers may be understood as a cohesive cultural cohort, it is important to note 
that they embody a complex social situation that mirrors social dynamics out in the “real world.” 
Their orthodox discourse about themselves is that they are egalitarian group that practices 
togetherness, although the term they most often use is “community.” There are many instances 
when this orthodoxy is true, but there are other cases in which a hierarchy emerges, or at least 
that division and difference reveal themselves (also discussed in chapter 7). Within the cohort 
there are specifically two subcohorts, who are colloquially called “The Beeetchweets” and “The 
O-25ers,” the former of which has a reputation for being more exclusive than the other (the latter 
has its own mode of exclusivity, discussed below). The subcohorts’ names are drawn from the 
title of the thread within which they maintain dialogue in the NJMD—“beeetchweet” is a 
nickname for “sweet bitch” and “O-25,” while not actually requiring that members be over 
twenty-five-years old, was started as a thread for some of the older RKOPers to discuss things 
that may not have been of interest to the teenage members of the board. Membership in each 
subcohort is not necessarily exclusive; some RKOPers participate in both, while others 
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participate in mainly one. There are also RKOPers who were members of RKOP before these 
subcohorts’ threads were formed (both in 2005), and in some ways predate or circumnavigate 
associations with subcohorts. RKOPers who are tapers of shows seem to maintain greater 
autonomy as well. That a large enough group of people would naturally begin to subdivide into 
smaller groups reinforces my position that social media on the internet is not distinct or all that 
different from face-to-face life, but rather that these media are used as an additional node through 
which people act out normal social behavior.  
 
Other Notable Websites 
 
In addition to RKOP, there are two additional websites that are frequently used by 
RKOPers and myself that should be mentioned. One is www.commonpleasure.org (hereafter 
“cp.org”), launched by RKOPer Jon Koch in May, 2008, in the wake of its predecessor, the now 
defunct www.mrazmerized.com. This website is by-and-large a repository for pure data – news 
updates, song lists, set lists, concert records, lyrics and tabs (when available), and more. 
Members cannot add to the site; the administrator controls the content completely. Though some 
of these various data are also present on RKOP, it is organized there by date, and so threads 
about various topics get lost within completely unrelated topics. Cp.org enables easy and quick 
access by topic, not by date. If RKOP were a coffee shop, cp.org would be a library; it is very 
organized.  
The other website that is essential to this research and to RKOPers is the Jason Mraz page 
of the Internet Audio Archive: www.archive.org/details/JasonMraz (hereafter “archive.org”). 
Archive.org hosts over a million audio items for listening and often downloading. If an artist, 
like Mraz, allows amateur recordings of his concerts, this is one of the places on the internet 
where it can be permanently stored and broadly accessible. Mraz’s works, in particular, are 
   25 
stored in a “lossless format,” that is to say, not mp3, and so some conversion is required upon 
downloading before listening to his music. As such, in this paper, when citations for Mraz’s 
concert material indicate archive.org, one should be aware that it does not lead to a directly 
audible item. Also, it is worth noting that people who do use archive.org to access live Mraz 
recordings are investing a certain degree of energy and tech savvy—the time and technology 
involved in converting these files, while free, shows an increased level of interest beyond the 
simple downloading of an mp3 file.  
It is important to note that archive.org is not interactive. Outside of blurbs reviewing 
various concert recordings, there is no place for listeners to interact with each other—that is 
RKOP’s forte. Archive.org is the repository that holds data regarding all the concerts, and 
innumerable people use it to access Mraz recordings independent of RKOP. It is possible for a 
fan of Mraz’s music to access hundreds of concerts and never talk to another fan. RKOP, 
however, is often used as a forum in which to notify that a new concert has been posted, to 
discuss recordings, or to recommend recordings to others.  
A final caveat related to the Archive and the subject of favorite songs, per se. It is 
impossible to tell which individual songs have been downloaded the most from archive.org, and 
thereby problematic to select out one or a few songs to specifically analyze as the most popular. 
The Grammy-winning songs (and often the ones yelled out in request by random audience 
members that are not within the RKOP cohort) tend to be overplayed and therefore are not 
generally favored by the RKOPers; conversely, when asked their favorite song, RKOPers’ 
answers vary so widely that there is little significant consensus. Therefore, in my analyses, I have 
drawn on a wide variety of works from Mraz’s canon, pulling from them aspects that have come 
up as important to individual RKOPers over time. Additionally, to ensure that I had listened to a 
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balanced sampling of concerts throughout Mraz’s career, I enlisted archive.org’s download 
counts for entire concerts in establishing some of the most popular concert recordings on the 
whole. 
 
Becoming Involved with RKOPers 
I attended my first Mraz concert in my hometown of Fayetteville, Arkansas, in July of 
2006, and knew nearly nothing about Mraz—I was invited by a friend (who was, incidentally, a 
forty-one-year-old male, not a teenage girl) who had become interested in Mraz’s music after 
seeing his Austin City Limits performance on television. Though the concert occurred in 
northwest Arkansas, and there were a number of RKOPers from across the country in attendance. 
I had no idea who they were or that they were there. What struck me most about the concert was 
that, afterward, I could not remember almost any of it. I remember leaving the venue feeling like 
I had participated in something transformative, but couldn’t recall what. I soon found RKOP, and 
quickly disregarded it as “just a fan site,” focusing my attention rather on archive.org.  
I listened to many live recordings and returned to RKOP over a year later, in September 
of 2007, and only because a Google search to clarify the lyrics for a very new song directed me 
to RKOP. Upon my return, I realized that RKOP was more than just a fan site for many of the 
people posting therein. Recognizing the tight-knit relationships already at play, I read the board 
for a couple of weeks before I began posting; it seemed best to wait until I had something worth 
saying. I spent time meeting people in the chat room, as well as gradually involving myself in 
conversations in both the JMD and NJMD. During a chat room conversation, I was invited to 
post in the O-25 thread, and get to know people there. After about three weeks of regular posting 
and discussions, I was added to an email list of the O-25ers, wherein discussions among vetted 
members could occur in a private setting. Many of the members had met each other in person at 
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concerts and LRCs before (although nearly all of them had first met online), but some, such as 
myself, were added because enough of the members liked them and proposed their inclusion. 
Which is to say that, while the Beeetchweets may have reputation for being more exclusive, the 
O-25ers are also exclusive in its own way, just perhaps more subtly so. The day that I was 
“initiated,” as it were, I received an email from one of them, with sixteen others (from ten or 
more states across the country, plus Canada) copied, welcoming me. In a matter of hours, nearly 
one hundred emails were exchanged between all of us—some were to greet me, but others were 
direct comments to each other that ranged from discussing what to eat for lunch to memories of 
their last LRC together. It was very much like attending a large dinner party at which one knows 
very few people—your presence is part of your enculturation, but so is your ability to both listen 
and engage in dialogue. I soon found myself talking to these people on a regular basis via many 
forms of media, including RKOP, Facebook, Twitter, and phone calls and texts. Regular mail 
was also used to send post cards, Christmas cards, and Secret Santa surprises. 
My first occasion to meet RKOPers in person was at a Bushwalla LRC in Oceanside, 
California in January 2008. This specific LRC is historically an annual gathering for the 
Beeetchweets with whom I was (and to some degree, still am) less familiar, but this year they 
allowed select others to also attend. Many of the LRCs organized by RKOPers in general involve 
renting a house (as many occur in California, beach houses are preferable) or hosting in their 
own home; in some cases renting a small venue is also possible. Certain RKOPers will stay the 
entire weekend in the house (which I did do at at the O-25er Bushwalla LRC in Pacifica in 
2009), and pay their share of both rent and the musicians’ fee; others will make hotel 
arrangements and attend the concert only. For the 2008 LRC, I arranged to share car rental and 
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hotel accommodations with other RKOPers, and it was at this LRC that I first met many of the 
most active RKOPers at that time, as well as Mraz himself.  
In late March of 2008, just before a planned trip to visit the University of Illinois in 
Urbana-Champaign (where I would be attending graduate school in the fall), followed by a Mraz 
concert in Chicago with RKOPers, I suddenly found myself needing to drive quickly down and 
to Texas (and back) to see my father who had just been in a serious car accident. My progress 
was impeded by strep throat, and, when learning of my dilemma, an O-25er from the southeast 
United States offered to fly to Arkansas in order to drive me down to be with my father. 
Fortunately, my fever abated and I was able to travel, but it then struck me how strong these 
connections had grown in such a short time, and how invested RKOPers were in each others’ 
struggles and successes.  
When the time came for me to attend the Mraz concert in Chicago, I was well 
enculturated and going to meet more RKOPers in person. The difference between the first and 
second concerts was quite different—in the first, I experience transformative flow, and although 
the potential for togetherness was there, I had no one with whom to experience it other than my 
friend who also didn’t know anyone either (and we were sitting very near the back). But at the 
second concert, I was in the very front, with people I had just met that day, but who had become 
a frequent part of my life via the internet. The flow was there, but especially strong was the sense 
of togetherness. Though I had met some of the RKOPers at the earlier LRC, I felt comfortable 
with all of them, even the ones I was meeting for the first time. I felt like I was meeting friends 
that I had known for a while, even though I had only ever really known them on the internet. The 
internet had served as an initial vehicle for our friendship, but that friendship superseded its 
mode of transport, as evidenced by the familiarity we shared upon our first meeting. 
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Returning momentarily to the phenomenon of not remembering my first concert, through 
RKOPers in attendance, I was later able to access the recording of the show I attended (it had 
been posted to archive.org and then removed by the taper) and even video from the front row. 
Despite these aural and visual reminders, I still didn’t remember most of the concert, and it is 
because of this that I believe that I was participating in flow to such a degree that I lost track of 
my “self” as an entity separate from (and therefore conscious of) that which I was experiencing. 
(I have since learned that, although rare, my experience was not unique among RKOPers.) 
Because I could not remember it, it was almost like I hadn’t been to a live concert. But I already 
had extensive knowledge of recordings, and therefore plenty to talk about on RKOP.  
An example of how RKOPers will descend upon a single location to be together also 
became evident to me in 2008. When the upcoming tour dates and locations were released, a few 
RKOPers were tossing around the idea of meeting up at the concert in Las Vegas on November 
15th. When I mentioned that the day after the concert was my birthday, more RKOPers 
(including myself) decided that that would be a good choice for a group attendance, in which 
RKOPers from the east and west coasts, as well as the Midwest, all convened in Las Vegas 
together for the weekend.  
Of the seven Mraz concerts listed at the start of this chapter, all but two of them (the first 
in Arkansas, and the one in St. Louis) were chosen with RKOPers in mind—ones I had met 
before and wanted to see again, as well as those I had only known online. Many of these 
RKOPers had become friends as well as interlocutors, and my research for this case study grew 
out of numerous papers I was writing in my graduate seminars in Ethnomusicology and 
Anthropology. One may wonder why the last concert I attended was two-and-a-half years ago, 
and the reasons for this have nothing to do with RKOPers, but rather the variables of Mraz’s 
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touring schedule, the rigors of graduate school, and the passing of my mother in the interim. 
However, regular contact (although not quite as frequent) with RKOPers in the last years 
(beyond simply that of my research), as well as keeping up to date with Mraz’s musical and other 
expressive outputs, suggests that I will not feel altogether out of place when I return to attending 
concerts later this year. Again, it is because of the internet as a mode of communication that 
these relationships may be so well maintained, even when life’s complications interrupts face-to-
face opportunities.  
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CHAPTER 4 
 
JASON MRAZ: THE PERSON & THE PERSONA 
 
Biographical Information 
 
Born in 1977, Jason Mraz grew up in Mechanicsville, Virginia, and was involved in choir 
throughout his schooling. After a brief stint at a musical theater and arts college in New York 
(where he met Galewood), he dropped out and moved to San Diego to follow his dream to be a 
singer-songwriter and guitarist; he started learning guitar at eighteen. Regarding this decision, 
Mraz has said  
It was tough, I knew it would be tough, and my parents dreaded the fact that I was changing my 
life to do this, but I just kept telling myself, “If I keep playing the guitar by the time I'm 40 I'm 
going to rock, so you got until 40 to totally suck and be unemployed and do what you got to do, 
and then if you're 40 and you still suck, you'll go back to college and be a doctor or something.” 
So I never put any goals on it—I just kept doing it. (DiMartino 2003) 
 
Playing the club and coffeehouse scene throughout southern California, Mraz has been most 
frequently associated with the famous but now defunct Java Joe's Coffeehouse in San Diego, 
where his weekly residence allowed him to hone his craft. At Java Joe's, he met and began 
performing with Carlos Olmeda and his brother Toca Rivera. Olmeda later assisted Mraz in 
translating his song, “The Beauty in Ugly,” into the Spanish version, “La Nueva Belleza;” Rivera 
has continued to perform with Mraz throughout his career. 
Mraz signed with Elektra Records in 2002, and has continued to record for the Atlantic 
Recording Corporation since they bought Elektra in 2004. Throughout his career, he has released 
studio albums, EPs, and live albums (see table 1 for abbreviated list, and appendix A for a fuller 
discography). His major-label debut album, Waiting For My Rocket To Come (henceforth 
WFMRTC), was released in 2002 (the most well-known songs from this album being “The 
Remedy” and the autobiographical “Curbside Prophet”). His live album, Tonight, Not Again: 
Jason Mraz Live at the Eagles Ballroom was released in 2004, followed by Mr. A-Z in 2005. 
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Tonight, Not Again and Mr. A-Z (the dual disc version) include video footage of Mraz in concert 
and creating the album, respectively. He has also guest performed on several other albums, and 
released a live digital (only) album, Selections for Friends, in 2007. Mraz’s most recent studio 
album was released in May of 2008, We Sing, We Dance, We Steal Things (henceforth 
WSWDWST), and its release was preceded by three acoustic EPs, each with a part of the album 
title, We Sing (March 2008), We Dance (April 2008), and We Steal Things (May 2008). He has 
since released two more live albums: Jason Mraz’s Beautiful Mess (November 2009) and the 
digital-only Life Is Good EP (October 2010). His next album, Love is a Four Letter Word, is 
scheduled to be released on April 17th, 2012. Though the upcoming album was rumored to 
include one-on-one collaborations with Willie Nelson (singing an unreleased Roy Orbison tune), 
British singer Dido, and Brazilian musician Milton Nascimento (Graff 2010), none of those 
appear to have made it on this album. In preparation for the new album, a live EP – Live is a 
Four Letter Word – was released in February of this year, as were two singles from the album 
itself – “I Won’t Give Up” and “Freedom Song” (January 3rd and March 12th, respectively). In 
just a matter of days, “I Won’t Give Up” became one of iTunes’ most downloaded songs.   
Table 1.  Summary of Major-Label Mraz Releases 
 
 
 
 
 
 
Mraz’s work has been nominated for several Grammy Awards. In 2005, Mr. A-Z was 
nominated for Best Engineered Album, Non-Classical, and its producer, Steve Lillywhite, was 
Year Type Title 
2002 Studio Album Waiting for my Rocket to Come 
2004 Live Album Tonight, Not Again 
2005 Studio Album Mr. A-Z 
2007 Live Album Selections for Friends (Digital Only) 
2008 Live EPs We Sing; We Dance; We Steal Things 
2008 Studio Album We Sing, We Dance, We Steal Things 
2012 Live EP Live is a Four Letter Word (Digital only) 
2012 Studio Album Love is a Four Letter Word 
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also nominated for Producer of the Year.11 In 2009, Mraz and his song “I’m Yours” from 
WSWDWST was nominated for Best Male Pop Vocal Performance and Song of the Year, 
respectively. Finally, in 2010, Mraz was awarded a Grammy for Best Male Pop Vocal 
Performance for the song “Make It Mine,” and a second Grammy for Best Pop Collaboration 
With Vocals for “Lucky,” a duet with Colbie Callet (both also from WSWDWST). Additionally, 
Mraz’s song, “I’m Yours,” originally a B-side of a single and later released on WSWDWST, now 
holds the record for most weeks (seventy-six) spent on the Billboard Hot 100.  
Although Mraz had commented minimally on political issues that matter to him 
throughout his career, Barack Obama’s 2008 presidential campaign and viewing Al Gore’s 2006 
environmental documentary, An Inconvenient Truth, marked a shift in Mraz’s involvement of his 
time and resources to causes of his choosing.12 Mraz began blogging about these causes and 
raising money and awareness for them through mini-documentaries on his YouTube channel, 
donations from ticket sales, public service announcements, calls for action in his journal entries, 
or by performing specific fundraising concerts. As a result, Mraz was invited by Al Gore to 
travel with him to Antarctica with the Climate Reality Project to witness the effects of global 
warming; Mraz and his musical partner, Mona Tavakoli (together calling themselves the Decibel 
Duo) took this voyage with Gore in February of 2012. The Jason Mraz Foundation, launched in 
2011, “helps sustain organizations aligned with Jason’s pillars of service” – human equality, arts 
& education, environment preservation, and recovery & assistance (Mraz 2012a). These 
organizations are described below.                                                          
11 Lillywhite has also produced for Dave Matthews. 
12 From 2003-2006, Mraz only mentions politics in his blogs a handful of times, wavering on the issue of voting, 
calling for support for same-sex marriage, legalization of marijuana, and environmental conservation, and calling on 
readers to send help to the victims of Hurricane Katrina (cf. Journal 04/24/03, 09/05/05, 11/08/06, 05/26/06, 
06/02/06, and 07/27/06). After viewing An Inconvenient Truth, Mraz posts an apology for not voting in the past, and 
states that he was foolish to think he couldn’t make a difference (Journal 02/04/07). Political blogs from 2007-
present are much more prevalent, including the above issues, as well as overt campaigning for Obama, water 
conservation tips, accounts of activism trips to Ghana and South Africa, and more.  
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Free The Slaves fights systems that allow slavery to exist, working with governments and 
businesses in slave areas to eradicate the practice. (Mraz traveled with FTS on a mission to 
Ghana in 2010, and spoke about the experience in a news interview as well as multiple blogs.) 
True Colors is an organization seeking equality for gays, lesbians, bisexuals, and transgender 
populations, and is the force behind the current Give A Damn Campaign, fighting for LGBT 
equality. VH1 Save the Music Foundation is dedicated to restoring instrumental music in public 
schools in America. SPARC is the School of the Performing Arts in the Richmond Community 
(Mraz’s hometown in Virginia). Free the Children is a transnational organization focused on 
educating and empowering youth in the United States and the UK, as well as fighting poverty, 
thirst, and disease in countries like Kenya, Sierra Leone, India, Nicaragua, rural China, Ecuador, 
and Haiti. Surfrider is an ocean preservation activist organization. The Natural Resources 
Defense Council (NRDC) is a grassroots environmental action group, specifically concerned 
with global warming, clean energy, ocean and wildlife preservation, pollution reduction, water 
quality, and sustainable communities. Life Rolls On works with youth with spinal cord injuries, 
using sports as a vehicle to improve their quality of life. Finally, MusiCares (associated with the 
Grammy Foundation) provides financial, medical, and personal assistance to people within the 
music industry in a time of need, as well as drawing the music industry’s attention to human 
services issues.  
Mraz is publicly a trade-friendly artist; he allows amateur audio recording (for non-
commercial purposes) at nearly all of his concerts (the only time recording is not allowed is if the 
concert is being recorded for a live Atlantic release). Mraz has performed over 1,200 times in the 
last thirteen years; recordings of more than four hundred of these (from 2000–present) may be 
found at archive.org (see appendix B for list of available concert recordings). His concerts are an 
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arena in which songs first see light and grow before appearing on an album; additionally, many 
of his songs have yet to be officially recorded, and have only been performed in concert (songs 
that have been recorded are also prone to grow and change in concert after the fact). Though he 
began in the coffeehouses and living rooms of San Diego, Mraz now also plays to much larger 
audiences as well. The smallest formal concert that he has performed (to my knowledge) was 
nine people; the largest was over 20,000 people (headlining, not including festivals, where he has 
played for hundreds of thousands of people). Mraz has indicated that he strives to maintain the 
intimacy of the coffeehouse experience, even when performing to large crowds. He also still 
performs living-room concerts, as well as small venues in San Diego (often using a pseudonym) 
when he is not on tour. 
The songs he has been known to sing in concert number close to four hundred, with only 
25 percent or so of them being covers or partial quotations of others’ songs (see appendix C for 
full song list). According to Mraz, and in keeping with the singer-songwriter performance frame, 
his songs are largely drawn from his life experiences, and as such usually reflect themes on love, 
friendship, family, environmental and spiritual consciousness, daily life, significant life changes, 
and the music industry (although this last subject has become less prevalent in recent years). His 
songs are additionally rife with metaphor, pop culture references, double entendres, and 
wordplay. Though Mraz’s choices for some cover songs include some of the works of his 
contemporaries in San Diego, he also draws on compositions that lend themselves to adaptation 
within the singer-songwriter format and would be audibly familiar to twenty-first-century 
cosmopolitans that are American, Anglophones, or Western. Covers include songs from the 
following repertories: jazz, soul, blues, country, rock, pop, Tin Pan Ally, and reggae, as well as 
songs that people within his age group would have heard growing up: Mr. Rogers’ “Would You 
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Be My Neighbor?,” Kermit the Frog’s “Rainbow Connection,” Jiminy Cricket’s “When You 
Wish Upon A Star,” and “Puff the Magic Dragon.” Specific artists he covers include The 
Beatles, Bob Marley, Johnny Cash, Irving Berlin, Etta James, Frank Sinatra, and Billy Joel. 
The majority of Mraz’s songs are sung in English, as it is the only language in which he 
is fluent. However, at least two of his songs (“The Beauty in Ugly” and the duet “Lucky”) have 
been translated and released in Spanish versions; others have lines or verses in Spanish (such as 
the introductory verse and partial choruses of “Not So Usual” being sung in Spanish, and thus 
changing its title to “Dramatica Mujer”). Mraz acknowledges that the only Spanish that he 
learned was in high school (Journal 07/09/05), and so it is likely that his band mates Toca Rivera 
and Carlos Olmeda do most of the translating and then teach it to Mraz. Though he pretends to 
sing in French, Japanese, or other languages on occasion, Mraz cannot actually do so. When 
touring cosmopolitan centers outside of the United States, he often sings his duets with locally 
well-known artists, who also either specialize in cosmopolitan genres or otherwise novelty 
genres that fit within the guise of cosmopolitan values (i.e., Chinese-American Mando-pop 
singer Khalil Fong in Hong Kong).  
Mraz has toured thirty-one countries to date, doubling his number of countries toured in 
the last four years.13 In addition to headlining his own concerts, he (and his band mates) also 
opened for a number of well-known artists, including the Dave Matthews Band, Alanis 
Morrisette, Jewel, and the Rolling Stones. Mraz was also a guest artist at the 2008 Nobel Peace 
Prize Concert, performing “I’m Yours” and “Beautiful Mess,” and backed by a full orchestra. 
A self-proclaimed “singer-songwriter,” Mraz primarily plays guitar and ukulele, and on 
                                                        
13 In alphabetical order: Argentina, Australia, Belgium, Brazil, Canada, China, Czech Republic, Denmark, England, 
France, Germany, Indonesia, Ireland, Italy, Japan, Korea, Malaysia, Mexico, Morocco, The Netherlands, Northern 
Ireland, Norway, Phillipines, Portugal, Scotland, Singapore, Spain, Switzerland, Taiwan, the United States, and 
Wales.  
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occasion has played the banjo, piano, and kazoo in concert.14 A Mraz concert may consist of any 
of the following arrangements: solo; duo with his long-time percussionist, Toca Rivera; duo with 
a more recent percussionist, Mona Tavakoli; or a larger ensemble, often a six-piece band 
(himself and Rivera, plus a pianist, bassist, second guitarist, and drummer). Since around 2005, 
Mraz is also sometimes accompanied by the Grooveline Horns (a sax, trumpet, and trombone 
trio) from Austin, Texas. In recent years (since around 2008), the San Diego-based gospel choir, 
The Voices of Prayz, joins Mraz on specific songs, especially but not exclusively when 
performing in the western United States. 
It is important to note that Mraz talks just as much as he sings during concert. His songs 
are interspersed and often invaded with narrative: stories, flowing thoughts, speeches, 
observations, or conversations with the audience on any number of topics; often, Rivera will tell 
a joke. These are the kinds of aspects that place Mraz on a continuum among coffeehouse and 
lounge performers. Mraz has referred to his stories on stage as “slowliloquies,” stating, “i tend to 
drag out a story i know. i forget sometimes that these shows are about the music behind the 
stories, not the other way around. there should be a delicate balance. i'm working on that” 
(Journal 03/24/03).  His song lyrics and conversations often adapt to reflect where he is playing 
and for whom, which is one of the many “localizing” techniques that will be discussed in the 
next chapter. All in all, the only elements that are definitely within the structure of the concert 
performance is that Mraz will play music, and he will talk, both to and with the audience. 
Another important way in which Mraz communicates with his listeners is through his 
public online journal (which has been housed on various websites throughout the years, 
including his own website and a blogging website, mainly), the first iteration of which began in                                                         
14 Mraz has played Taylor guitars since 2001, including a 714, a 612, a J-15 and Classical guitars in the NS-series – 
52s and 72s with cutaways. His primary guitar in 2009 was a NS-72ce. His ukelele and electric guitar are made by 
Andy Powers. (Journal 07/27/09) 
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2002. These journal entries consist of musings, calls to action, information about the touring or 
record-making experience, and more, and often include photographs.15  
In addition to these journals, Mraz also creates video blogs, which traditionally first 
appeared on his website, but since its reconstruction, many of the old videos are now only 
available elsewhere (i.e., YouTube), or through file-sharing. Most episodes of “Invisible 
Microphone News” consist of Mraz holding an invisible microphone and interviewing members 
of his band or production team (circa 2004 or possibly earlier). In the summer of 2007, Mraz 
periodically posted episodes of “Mraz vs. Tour,” chronicling his and his band's journeys 
throughout their European tour. More recently, the “Crazy Man's Ju-Ju” episodes have given 
viewers an inside look at several of the songs and recording experiences that Mraz worked on in 
London and the United States in late 2007, preceding the release of WSWDWST in 2008. These 
videos were followed by a series called “The Art of Shabba-Doo,” which featured snapshots of 
the band’s 2008 tour.  
 
Performance of Persona  
 
This chapter has thus far focused on biographical data in relation to Mraz’s career. The 
following section, however, will explore the ways in which Mraz presents himself to his 
listeners, both on stage and myriad internet avenues. In tandem with his music, Mraz’s persona is 
a significant part of what draws his audience to him in the first place. Furthermore, it is his 
constant communication about his life, his role as a musician, and his way of living that allows 
his audience members to feel as though they know him.  
Mraz's frequent reflexivity often emphasizes “authenticity”; it seems first and foremost 
                                                        
15 That Mraz has been a long-time advocate of Polaroid photography may be seen as a byproduct of his “present 
moment” mentality. In 2008, Mraz published a collection of his unedited Polaroids in a book called a thousand 
things – an eco-friendly and inspirational Polaroid travelogue of music and people.  
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his priority to be “himself.” In addition to the actual content, Mraz’s typos and stream-of-
consciousness writing style in his journals draws on sentiments about authenticity, and is one of 
the ways in which Mraz uses digital media and CMC in his favor. The seemingly unedited 
writing style indexes authenticity and intimacy, countering the otherwise distancing effects of 
CMC.16 In other words, Mraz’s online journals’ indexing of authenticity mitigates the potential 
alienation of CMC. He not only reflects on his stage self, but who he is to his friends, girlfriends, 
and family. Mraz posits that who he is onstage is a lot like who he is offstage: 
I make light of so much. [...] I just have too much fun all the time. [...] I just love laughter, I love 
being a, a goofball and, ‘cause I, I get so often kinda categorized in this weird pop format and pop 
world, which is fun to do and it's definitely a game to play, and I love that sort of business but you 
know the, the real me just likes to sit here and this [is ex]actly what I do with my friends, and it’s 
exactly how, you know, how I am, you know? (Audio 03/22/05:Between “The Remedy” and 
“Warming Up”) 
 
However, he has also expressed that his “street self is way more subdued than [his] stage 
persona” (Journal 10/24/04). The introduction to a speech that sometimes appears in the middle 
of the song, “Right Kind of Phrase,” reflects: 
[Singing] See there’s so many things that I try to say, that all come out, always a different way, 
‘cause see I sometimes get a little tongue-tied, sometimes it’s stuck up in my mind. And I hesitate 
before Iiii, Iiii, ... ... conversate Iiii Iiii. [Speaking] But see one thing I’ve learned, is that it’s much 
easier, to say something, how do you say, of emotion, for me anyway, it’s, some things can only 
be said in song, that you can’t really say, in the one-on-one, hmm? At least for me anyway, ‘cause 
see, for me, it’s real easy to be smooth, if you got a microphone. Course, I got the lights set just 
right, [...] my best friends in the world back here rockin’ their musical all night long. But see, 
when I step away from this, unreal, fantastical situation, I’m just an ordinary guy, who... wears the 
same clothes a lot. Just a normal fella. See it’s happening right now, when it comes to the one-on-
one, I tend to be a little shy, you know. ‘Cause see like off the mic it’s like ... [stepping away from 
the microphone] “wimp” ... [on the microphone] … to “pimp.” (Audio 11/28/03) 
 
The rest of the speech contains Mraz's philosophy for a different kind of language, which is 
much like scatting with meaning, and is followed by an audience participatory exercise in 
speaking this language after him (further discussed on pages 62 and 84). While admitting that he 
                                                        
16 It is worth noting that Mraz’s writing style has become more refined—fewer grammatical mistakes and more 
capitalization—over the years, but it is unclear whether this is indicative of his growth as a writer or his awareness 
of an increasingly larger readership. However, he appears to continue to favor first drafts over revised, polished 
editions. 
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is perhaps more shy offstage, Mraz repeatedly indicates that who he is presenting on stage is 
very similar to who he is offstage. Here, and elsewhere, Mraz consistently asserts that he is 
nothing more than an “ordinary guy.”  
 Mraz’s style of concert dress and on-stage demeanor further emulate an “every-man” 
image that contributes to the intimacy via informality of the concert experience. Mraz usually 
dresses casually during performance, frequently wearing jeans and a t-shirt or a button-down 
shirt. Historically, he wears a hat, although more recently he wears a bandana. In the last few 
years, Mraz has also tended to go barefoot in concert. RKOPers have described his “look” as 
low-key; as one put it, Mraz’s wardrobe is “casual, cool, comfortable. The bare feet are pretty 
cool, feels like he’s invited us all to a backyard bbq with killer tunes” (female, 25-35, email 
communication). Another “every-man” aspect is that Mraz uses curse words regularly in his 
stage-talk—despite brief attempts to quit (cf. Journal 01/16/07 and Audio 03/11/11: between 
“All Dialed In” and “You Fucking Did It)—as well as sometimes in his blogs and song lyrics. He 
rarely draws attention to it, but does directly address it in the following blog excerpt: 
I wasn’t raised on the streets, but I’ve spent enough time in shadowy circles to acquire a taste for 
the F word. In songs like 10,000 Motherf_ckers, Collapsible Plans, and the most recent live 
addition You F_ckin’ Did It, the word f_uck finds its way into the melody, intending to mean both 
urgency and comedy, the latter comforting the former – like a dentist giving you laughing gas 
before the root canal.  
 
Recently I’ve been super conflicted about the word. One perspective is that by using it more often, 
it might become less taboo which makes me think people will eventually grow into it therefore 
over it. The other side of the argument is that the word serves no purpose whatsoever. And 
because you can swap it out with any noun, verb, or adjective the word’s presence reduces one’s 
attention to detail and lessens the possibility of building a stronger/better/more intelligent 
vocabulary.  
 
What are your thoughts?  
 
After Frederick Neitzsche declared “God is dead,” spiritual guru Osho suggested we lost the most 
important word in our language. (In Hindi there are hundreds of words that all mean God. This is 
so in prayer you are seldom without a name for whom you are speaking to, and/or whenever you 
finally meet your maker, you won’t have to guess his/her name.) And so, in the absence of God, a 
new word becomes the most important word in our language. (See below video. Osho lets it all go 
around 2:23. P.S. This may not be safe for work. But then again, who gives a f_ck?)  
(Journal 02/16/11) 
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When asked what effect the use of curse words had on their listening experience, RKOPers vary 
in their responses, but none seem to be outrightly offended, as can be seen from the following 
interview responses: 
It doesn’t effect [sic] my experience of his music or his persona. He’s not trying to willfully upset 
people, I don’t think. Neither is he trying to provoke aggression [sic] with it or anything or just be 
a bad boy. He’s just cussing to make his point extra clear, because he feels strongly about it. 
I don’t know about his cussing in banter, I never explicitly noticed it. Might have something to do 
with me, since I don’t really have a problem with cussing. (female, 25-35, email communication) 
 
I am a cussing fan.  I’m very much anti-censorship and I think the worst form of censorship is 
self-censorship so I don’t have any problem with his use of curse words.  If I felt like he was 
forcing curse words into his songs/banter for shock value or something I would have an issue with 
it, but they seem like genuine expression when he does use them (which isn’t really all that often 
in the grand scheme of things), so I’m fine with it.  A song like “You Fuckin’ Did It” is going to 
offend some folks, and certainly isn’t kid friendly, but the message the song is meant to convey is 
only strengthened by the power of that word.  In my view, Jason uses swear words to drive home 
points that would be lacking emphasis otherwise.  As I think he’s said before himself, it’s not the 
words that are bad themselves, only the meanings we have come to ascribe to them so we’re free 
to use them, and therefore intemperate [sic] them, in whatever way we choose.  I see them as valid 
expression. (male, 25-35, email communication) 
 
You may have noticed that I don’t typically cuss.  I’m not thrilled that Jason does (for instance, 
it’s made me think twice about which songs to share with my kids), but I also think that he does it 
innocuously; he doesn’t seem to use these words to offend—in fact, he has altered these words 
when he knows children are in the audience—and he uses them rarely enough that I haven’t lost 
respect for his vocabulary.  I don’t know whether there is a purpose behind it, other than perhaps 
his belief that those words serve a strategic purpose in the given song.  Overall, I wouldn’t 
describe profanity as being a major quality of his work. (female, 35-45, email communication) 
 
I don’t mind that he cusses when he talks. It’s part of his personality. I am less of a fan of it in 
songs. I have not bothered to listen to the new song called “You f#^+ing Did It.” 
I don’t know that there is a decided reason to do it other than his use f those words in his everyday 
vernacular. It would follow that his song writing would reflect him at his most natural. I don’t use 
curse words and I substitute them when I sing long with songs so I guess I’d prefer if he didn’t but 
it is not a deterrent at this point. (female, 25-35, email communication) 
 
Honestly, I don’t like it all the time.  I don’t mind it sometimes, but it is a bit of a turn off for me. 
As are his posts about getting erections or farting.  But, I know that there is a separation between 
the art and the artist.  His music often transcends, but he is human.  I like that about him.  I don’t 
think he has a purpose behind using that kind of language.  I think he’s just being himself, and if 
anything, bringing himself down to the people in a relatable way. (female, 35-45, email 
communication) 
 
well I’m a bit more offended by it now than i used to be but it’s not a big deal for me. what i found 
worse was jason’s accent he'd put on sometimes during his banter. i think it was a nervous thing, 
the thick country accent. (female, 25-35, email communication) 
 
Mraz’s casualness of dress and with language, at best, serve to index comfort, familiarity and 
informality. At the very least, few seem to feel specifically distanced by this. Here is a particular 
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case where, although not afforded further exploration in this thesis, it would be interesting to 
contrast this experience with the other, non-RKOP members of the audience—for those whose 
central motivation is the music, would they prefer a more formal, “proper” performance?  
On the inverse side of the equation, there are a number of instances when Mraz offstage 
is much like when Mraz is formally onstage, blurring the line between staged performances and 
daily life. For example, Mraz and his best friend, Billy “Bushwalla” Galewood, stood outside of 
the Paradiso in Amsterdam in July 2007, and performed informally for those waiting in line for 
their show (Video 07/09/07). For five minutes, Mraz and Bushwalla, using an umbrella as a 
microphone and guitar, dance, improvise and beat box; some subject matter of their freestyling is 
taken from audience suggestions (including “shoelace” and “lesbian furniture”). Later that 
month, Mraz performed several of his songs while walking through the streets of Paris (Video 
07/19/07). These videos were produced by the online French music collective, “La 
Blogothèque,” who have filmed a number of artists performing “Concerts à Emporter" (or “Take 
Away Shows”). Mraz's main “Take Away Show” includes “It's a Lovely Day,” “Live High,” and 
“Lisa's Hands.” During “It's a Lovely Day,” Mraz walks up and sits next to a Bulgarian woman 
who is sitting against a wall playing a gadulka (Bulgarian stringed rhythmic instrument); she 
maintains her rhythmic playing, while Mraz plays and sings beside her. In these instances, Mraz 
and Bushwalla take the quotidian acts of waiting in line or walking down the street, and turn 
them into performative events. 
It also appears that, offstage, the shyer Mraz may use performance as a maneuvering 
mechanism to navigate through communications and interactions with those that are not close 
friends. Despite his espoused dedication to truth and authenticity, Mraz does have a penchant for 
“lying,” as it he calls it, but the purpose of such lies is not to harm, but rather to play with his 
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(and others’ experiences) of reality. Beyond a mere joking about who he is, such as “I don't 
know anything about music” (Audio 3/22/05: Between “Warming Up” and “I'm Yours”), there 
are other instances where Mraz creates false identities for himself and his band members. In his 
journal, Mraz writes: 
One more day left of jamming our jingle all the way. We had a party on Delta Flight 1868 from 
Atlanta tonight. [...] We told the flight attendants that we were a Jingle Band. You know, like 
Jingles for commercials or televised sporting events before they cut to commercial. Underscoring 
mostly. Seven to Eleven second songs. They were fascinated.  
One of the many fun games to play on the road is fooling people into thinking you’re someone 
else. Popular alternative characters to depict are deep sea fishermen, contest winners to see a 
hockey game, carpet cleaning salesmen, girls gone wild, queer eyes for straight guys, Maroon 5, 
and many more... (12/17/03) 
 
To make the questioning while traveling through customs at the airport more interesting, Mraz 
has also pretended to be an oceanographer (cf. Journal 03/21/04). Yet another airport story 
recounts Mraz’s conversation with a woman who asked him why his band mate, Toca Rivera 
was carrying a small garden gnome. Rivera always carries this gnome with him on tour, but 
Mraz, noting that he considers his “falsehoods to be an extension of [his] creative psyche,” spun 
a tale about how Rivera had applied for adoption and that this was a test as part of the adoption 
process.  
They already denied his application I said, but I had forged another letter that suggested this great 
gnome carry anyway. Oh, I thought it was like Amelie, she continued. He’s afraid of movie 
theaters and actually can’t even read so making it through Amelie will be near impossible I told 
her straight faced. This is when she walked away. The world’s perception of Toca is way off. 
That’s my goal anyway, the more eccentricities the better. He does a great job going with 
whatever story I start making up. He nods or faints or does whatever the story calls for. (Journal 
04/28/05) 
 
Mraz's view of this sort of lying as an extension of creative psyche removes the act from being 
incongruent with his goals of authenticity, and instead places it firmly in the realm of play. In 
concert, Mraz invites his audiences to play in similar ways. If play highlights the idea that all of 
life is constructed, Mraz encourages the audience to at least make it fun.  
 Other aspects of Mraz’s persona are evident in a number of his autobiographical songs, 
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the most frequently cited being “Curbside Prophet,” “Gypsy MC,” and “Wordplay” (full lyrics to 
each provided in appendix D). “Curbside Prophet,” which appears on Waiting For My Rocket to 
Come, was co-authored by Mraz and Bushwalla, late one night, when they decided to rap and 
write about their life stories (RKOP 04/20/04). It chronicles Mraz's journey through deciding to 
become a musician, dropping out of college, and moving to San Diego. The lyrics vary in live 
performance, but one verse is of particular interest (and is not present on the studio recording): 
Now I'm relaxin’ the third verse, without even rehearsin’. Lacin’ up my Converse and conjugatin’ 
the verbs. It’s always been one thing you know for better or worse, to be a singer who’s going 
around the universe. And now you speaking on the topic of the Curbside Prophet, everybody come 
to me they ask me how they can unlock it, I say, “Shit, if this is all there is, it’s just fillin’ in the 
blanks like Mad Libs.” (Video 03/24/03) 
 
Despite the fact that this song attests to his difficult decision to “bet his whole checking account” 
($1,700, according to Journal 07/20/09) and hit the road, destined to try to fulfill a dream, this 
added verse expresses a bolder, more confident persona, as if it has all become, at least 
somewhat, easier.  
“Gypsy MC” does not appear on any major-label recordings, but is particularly notable 
for its music video that Mraz created in a hotel room in Albuquerque, New Mexico and on the 
road across the country in late December 2004 (Video 12/—/04). The lyrics to “Gypsy MC” 
generally describe Mraz's poetic and musical talents, his traveling, and openness to all sorts of 
people. This song is often cited when referring to his stance on music sharing, from the lyric, “I'll 
even let you download me for free.” The video ends with a white screen that states, “For all the 
gypsies at RKOP. Love to you all.” The lyric, “if there is a problem that I really oughtta read, 
post it on the web care of RKOP,” further links the song to the online discussion forum, RKOP, 
on which Mraz was actively involved through early 2006.  
In a post directed at RKOPers, Mraz describes his song, “Wordplay,” which appeared on 
Mr. A-Z, with the quotation below, and it is here that we begin to see the possible tension 
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between the gifting of performance and performance as a commodity. 
Its a straight satire on what a first single should sound like, full of tongue and cheek I know what’s 
going on here kind of attitude. It is my story after all. Once you get past the initial shock of the 
songs pop velocity, you’ll find the soft center composed by a happy little boy making a masterful 
mockery of his own agenda, beating the average critic to the punch, if I do say so myself. Its ripe 
for radio and we hope to hear it on the airwaves soon. A song like this is one of many born as a 
joke, meaning the writing exercise was full of laughs and great fun while it was being created. 
You never think the light-hearted good humor songs are going to make it. For some reason every 
artist I know goes into these processes with such a serious attitude and tone in the voice, that 
they’d prefer to sell themselves as serious thinkers with stout faces as should be american idols.  
 
This song keeps me out of therapy.  
 
I love my work and I do take it seriously and am a bit sad that some of my greatest insight and 
thoughtful ideas may never reach a radio audience, But, this career will be a long one and the 
shows will be non-stop for those who crave more than what radio can offer. This song is just a 
reflection of one of my many moods, meanwhile trying to keep it real and play an often-unpopular 
radio game. 
 
Meanwhile, Radio is Free! What a great way to enjoy music!  
 
Ive been teased already that this the remedy 2 [ie., a sequel to the hit song, “The Remedy”]. So be 
it. Im still new at this, and just like everyone else, Im making it up as I go along. Im only human 
after all.  
 
i said i wouldn’t talk about what the songs are about but this one is obvious anyway. Total 
autobiography material. (RKOP 04/26/05) 
 
Even so, he approaches this tension with play. Of “Wordplay,” Mraz has stated, “It's a pop song, 
about having to write a pop song. If anyone were to give it one listen they'd understand, like, 
there's, there's more to it than that” (Mr. A-Z DVD 2005). Mraz has vocalized his difficulty with 
artistic freedom within the confines of the music industry throughout his career. Even after the 
successes of his most recent album and two Grammy Awards, Mraz still has limited artistic 
license. In a discussion thread regarding the new album, RKOPer “eroplos” commented: 
After the show in Berlin we had a chat with Jason at our little after party. He told us that it will not 
sound like what we are hearing at the acoustic shows. The album will feature horns and strings. He 
actually said that the label wouldn’t let him. He compared it to like a painter’s workplace. They 
don’t tell him exactly what to paint, but they do tell him what it should look like. (RKOP 
09/22/11) 
 
Many RKOPers actively support the idea of Mraz having greater artistic license, and most prefer 
his live recordings to his studio albums. The song, “Wordplay,” and its lyrics epitomize Mraz’s 
persona as a musician navigating the music industry – the desire to have one’s message or music 
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heard, and trying to reconcile that with the aspects of the industry that tend to focus only on 
music that is popular or sells to nameless masses, as his lyrics describe, a “new song like a new 
religion,” or “music for the television.”  
 Throughout my research, I have heard a lot of skepticism regarding this aspect of Mraz’s 
persona (from my colleagues, not Mraz’s fans), and ask: “He’s making money, isn’t he? (What 
does he do with it?) He sounds pretentious. If he doesn’t want to be in the music industry, he 
doesn’t have to be.” These are fair critiques. Although there is no way to know what he’s doing 
with all that money, it appears that some of it is invested in the social and environmental causes 
outlined above. His tone when he talks and writes about the music industry has ranged from 
flippant to irreverent, sarcastic to frustrated. In the last few years, he has focused more on talking 
about his spirituality and less about the industry. But when he does, the tone has shifted to more 
matter-of-fact acceptance and awareness that his situation is a choice that he makes. This shift 
appears to have occurred after finishing the Mr. A-Z tour, and taking a year off before touring or 
recording again. The discrepancy between the music industry/music as a commodity and 
Mraz/music as a gift is still there, but Mraz seems to have made his peace with it, as can be seen 
from the following interview excerpts (Varga 2009, emphasis added): 
Q: … your songs tend to make people feel good, kind of like a musical pick-me-up. What 
role do you want to fulfill as a singer-songwriter and what do you want to give your listeners 
when they pay to hear you perform live or buy one of your albums?  
Mraz: Comfort, more than anything, I think. I’m certainly not a preacher and I’m a horrible 
salesman. The last thing I want to do is force people into any (line of) thought. But if (I write) a 
happy melody and a groovy rhythm that people can sing along to and participate in, and it might 
be infused with optimism or some inspirational message or Zen philosophy, it can allow people to 
just be within themselves. I don’t want to say lose themselves, because that’s the opposite.  
The more I travel around the world the more I see people want the same thing – to be happy. We 
wouldn’t be in a monetary system if we didn't have to work, so if my music can contribute to 
happiness, then that’s my main responsibility. I write those types of things for my own joy. It’s my 
own therapy. If I didn’t write (songs) I’d probably be insanely depressed, probably overweight, 
and who knows where I’d be? A mental institution?  
 
Q: So music is really cathartic for you?  
Mraz: Absolutely. It’s something I’ve relied on, writing, at least since I was 13. When I was in 
my late teens I started to infuse those lyrics with music and melody. You can make a special 
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souvenir of a time in your life with music and songs. So that’s what I’ve always written (to 
achieve).  
Even now, that I’ve entered the world of competitive music, which is what selling albums has 
become, I don’t like making albums for that reason. I make music out of a happy moment, a 
hardship I’ve overcome, a lesson I’ve learned, a love story I got to live.  
So, for me, it’s just a chronicle of my life and putting reason to the voices in my head.  
 
[On leaving college to become a musician] 
… It wasn’t even about making money. My dad always said: “Do what you love to do, and that’s 
it. It won’t feel like a job. You could stop everything you’re doing now, and just do what makes 
you happy. And if you did it with passion, everybody would stop and react. And, one day, you’d 
say: ‘Why don’t I sell tickets to what I’m doing?’ Or put a hat down (for donations)?[”] That’s as 
far as I thought it would go – “If I could just make enough to pay the rent.” 
 
Q: Your latest album, “We Sing, We Dance, We Steal Things,” features collaborations with 
Colbie Caillat, James Morrison and Bob Schneider. What do you look for in a musical 
partner and what’s more important in a collaborator, good vibes or creative tension?  
Mraz: Yep, good vibes. They’re all people who write from the heart and not from their pocket. 
Meaning, they’re not just trying to craft a crafty song to sell it. I like writing with people who 
really get off on it.  
 
Q: There was a Broadway musical in the 1960s called “Stop the World, I Want to Get Off.” 
Was that how you were feeling after you came off the road from your tour to promote your 
second studio album, (2005’s) “Mr. A to Z”?  
Mraz: Yeah when I was making my second album, the whole thing felt like a homework 
assignment. I’d written the songs over a long period and tested all the material in coffee houses 
(before recording). I think every artist had difficulty with their second album. Your dreams are 
suddenly coming true, so (you think) “What the hell do I write about now?” 
But even if your dreams are coming true, you have to pick yourself up to go to work. I didn’t 
realize that at the time. It was difficult. The second album had some beautiful songs. But it was 
like cramming or trying to get a project done the night before the second science fair, so it’s no 
wonder the album slipped under the radar.  
 
Q: Looking back was it a good lesson in what not to do?  
Mraz: Sure, absolutely. I realized then that, for my third album I was going to go back to my 
original setting (for writing). I certainly don’t like what happens when I’m influenced by the music 
industry and all I eat is food from room service or an airport. Room service doesn’t provide music 
for the soul.  
I learned a lot from that (“Mr. A To Z”) tour. When it was done, I said thank you to everybody 
from the band and label. (Then) I took a year off, but I was busier than ever. The first thing I did 
as sign up every Sunday night for (open-mic night at the music room next to the University 
Heights coffee house) Twiggs, which – sadly – is no longer there.  
And then the Mueller College of Holistic Studies (across the street) loved the show so much that 
they said, “You guys can come anytime on Saturday or Sunday (and play here).” So I did that for a 
year, just working on my songs. I wanted to surf, work on this (home recording) studio and this 
house, and get away from what the record business can be.  
 
Q: How much do the Grammys matter to you?  
Mraz: It doesn’t matter a whole lot, but I’m grateful. I don’t want people to get the wrong idea 
just by going and saying thank you to whoever is there, just for the acknowledgment. But as an 
artist, the accolades that are coming from the Grammys is for work I did four years to a year ago. 
“I’m Yours” was written four years ago-plus, and the studio version was recorded a year ago. So 
it’s not like I’m sitting around waiting to be acknowledged. I’m grateful, but I’d rather keep living 
life and writing meaningful songs.  
You know, I’ve also been one to say I’d love to know what it’s like to be in a recording session or 
a creative – what’s the word – writing session with Paul McCartney. What’s it like to be creative 
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with Paul McCartney? And maybe by going to the Grammys – and he’s going to be there – that 
might be my in.  
When I was buying my house (here in Oceanside) 5 years ago, all I was listening to was 
(McCartney’s 1971 solo album) “Ram.” That was my inspiration. I wanted to be in a place where I 
could make an album like “Ram.” 
 
Q: I notice that you have several gold albums and other awards in the bathroom here in 
your recording studio. If you win a Grammy, is that where you’ll put it?  
MRAZ: It’s probably going to go in the bathroom. That seems to be the one spot where all of 
(my) sales awards seem to be stored.  
 
Q: Deliberately?  
MRAZ: I mean, it is deliberate. I do think they are fun to share, but I certainly wouldn’t hang 
them anywhere else in my house. They are not THAT fun. They don’t need to be in my main 
house.  
 
[…]Q: You’re only 31, so you have a long way to go. But how would you like to be 
remembered?  
MRAZ: Hmmm. How would I like to be remembered? That’s a good question. (He pauses and 
eats from a bag of raw nuts.) Hmmm. I’ve been been hanging out with Bushwalla (singer-
songwriter Billy “Bushwalla” Galewood) for 14 years now. And anytime we have to go out and 
work or earn a little money at something, we'd always look at it as, “This is funding the 
adventure.” 
We don’t do this for money. But when money comes in, it funds the party a little later. So if I’m to 
be remembered, it should be for, “He paid for this party, thank you.” “He bought the train tickets 
that took me there.” 
I’ve had 6-7 roommates since I’ve lived here. I never charge rent; the only thing you have to do is 
contribute creatively. Right now, we have a few a really good organic chef and a crazy clown 
rapper. I’d like to be remembered for my generosity, in hopes that it inspired other people to be 
generous. What good is anything, if you’re not going to share? What are you going to do with it?  
 
No matter what the tone over the years, Mraz’s reflexivity on his role as a popular musician and 
the espoused gifting of his performance is something that resonates with RKOPers. In fact, it is 
possible that his presented disinterest in gauging his success via monetary value may actually 
have played a role in that very financial success. Though the majority of RKOPers I interviewed 
own most of Mraz’s official/studio recordings, many of them prefer listening to the live 
recordings, whether via official release or archive.org.17 In other cases, when someone on RKOP 
will post a request for a (pirated) copy of Mraz’s studio works (even with excuses of a broken 
hard drive, etc.), RKOPers will solidly state that they should just rebuy the album, or use 
archive.org to listen to live works. I have never seen an RKOPer burn or fileshare any work that                                                         
17 One RKOPer, for example, owns nearly every available recording released by Mraz, but almost never listens to 
them, preferring live recordings from archive.org almost exclusively. She stated that she buys the object primarily to 
support the Mraz as a commercial musician (female, 25-35, personal communication). 
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the purchase of which would contribute to Mraz’s financial success, despite the fact that they 
seem fairly free about burning other artists’ works. This, of course, does not account for sharing 
privately—saying they won’t and then doing it off of RKOP—but the public face of RKOPers is 
one of low tolerance to the pirating of Mraz’s music.  
Mraz has, time and again, highlighted the constructed nature of reality, echoing the 
aforementioned sentiments of maya-lila as a playful construction of reality, and this aspect is 
perhaps the most primary tenet of his life philosophy. In keeping with his privileging of the 
creation in the present moment, he has written that “Life will start from scratch tomorrow” 
(Journal 02/13/06), “Reality is a story, feel free to change it” (Journal 02/03/09), and that reality 
is malleable (Journal 07/01/07). The result of this is that Mraz’s persona reveals a number of 
contradictions. As a singer-songwriter, Mraz draws from his life experience, stating that he 
doesn’t have “a talent for making shit up,” and that he only writes what he knows (Journal 
01/10/10). On the other hand, he states that he has been journaling, or “makin’ shit up” since the 
age of fifteen (Journal 11/22/11), that his role as a songwriter entails “making stuff up” (Journal 
08/11/10), and that he makes a living with his imagination (Journal 09/06/04). Mraz recognizes 
his contradictions and accepts them, writing,  
I write and post a lot therefore many people assume I have every self-published word memorized 
or that I live these shared thoughts constantly. This is not the case. My brain doesn’t reference 
myself very well actually, and I’m sure I contradict myself every other day in one way or another. 
One day I feel like I have all the wisdom of the world and the next day my soul wears thin and I 
stutter just ordering ice cream. 
 
And everything is fine. 
 
Because I trust in the ever-changing climate of the heart. (At least, today I feel that way.) I think it 
is necessary to have many experiences for the sake of feeling something; for the sake of being 
challenged, and for the sake of being expressive, to offer something to someone else, to learn what 
we are capable of. These meanderings, rants, and blogs for instance, provide a great deal of 
comfort just sharing it, even though i put a part of myself on the line to be criticized or considered 
an ass. 
 
Oh well, Courage is triumph of the soul is guess. and an Ass can still be of great service. 
So Remember, You have the right to change your mind. (Journal 10/02/08, cf. also 06/02/06).  
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Of his contradictions, Mraz seems most clearly to try to reconcile the one between his 
environmental activism and the size of his carbon footprint as a major recording and touring 
artist. For example, the CD/DVD liner notes for Tonight, Not Again (2004) boasts that it was 
printed on paper that was made from “10% tree free fibers hemp-flax, 40% post-consumer waste, 
20% pre-consumer waste, and 30% certified sustainably harvested wood from 
www.livingtreepaper.com” (2004). To my knowledge, this album was also the last to be released 
in the traditional hard plastic CD case—all since have come in heavy cardboard cases or are 
available for digital download. He has also used companies like the Portland, Maine-based non-
profit organization Reverb to help make his tours more green. The stage backdrop for his 2010 
tour made use of 1,600 recycled 5-liter bottles (Journal 09/21/10). Finally, many of his concerts 
feature “paperless ticketing,” where you enter the building using the debit or credit card with 
which you bought the ticket. Though many of these may be equally cost-saving strategies, there 
appears to be an overt intention on Mraz’s part to use his increasing popularity and influence to 
continue to promote sustainable energy and business choices. In his journal entry, “What & Why 
I Wore,” Mraz writes,  
If there was ever a place I dared to go where people actually cared what I was wearing, it 
is the red carpet at the Grammy Awards. Last year I enjoyed the fresh fitted look of a Prada suit 
and received a “best dressed” nod in the New York Times. 
The Verdict: Stylish - Yes. Inspiring - Not really. 
 
So this year I enlisted the help of Bahar Shahpar, an expert in sustainable fashion, to find out what 
alternatives I had on this night of nights. The result was an Eco-Tux – a suit made fair (for earth 
and earthlings alike) in every step of the manufacturing process. 
 
The Suit is EcoGir from Simon Carter, made of recycled polyester (consisting of 25 plastic water 
bottles) & wool. The best part is you can just throw it in the washing machine. 
 
The Beautiful Lapel Pin is a symbol of marriage equality; A silver fist – a common symbol for 
civil rights. No other union serves to protect your loved ones as strongly as marriage does and I’m 
tired of my gay friends in long-term, loving relationships being denied the same freedoms I have. 
Gays & Lesbians are still treated as second-class citizens and that sucks. 
 
The certified organic cotton dress shirt is by Culturata. This Italian company relies on old world 
tailoring - hand crafting shirts with modern innovative fabrics. 
 
   51 
The Osborn Design Shoes were my lady-killers for sure. Hand crafted in Guatemala, these Fair-
Trade shoes are one of a kind. Osborn works with the artisans directly. Each pair is signed and 
numbered by the cobbler. 
 
The belt by Parabellum (unseen) was Reservation Bison – made after the beast had passed 
naturally of course. 
 
The Sonic Fabric tie was the icing on the cake. Made out of recycled cassette tapes, I fed it into 
my tape deck after the show and listened in homage to last year’s nominees, still trying to figure 
out what Viva La Vida is about… 
 
Everything I wore to the Grammys was intended to transform the bling-typical scene into a place 
of new possibility - where everyone can be a winner. I imagine my suit offsets the 12 pounds of 
Grammy I’ll be receiving in the mail soon – thus making my overall 
experience a carbon neutral one. 
Final Verdict: Stylish - Yes. Inspiring - Yes! (Journal 02/04/10) 
Another significant contradiction that arises is his approach to music as a gift and the fact 
that he is signed with a major record label and owns copyrights to his songs. Although he rarely 
directly addresses this contradiction, Mraz states that he is committed to being an artist, not 
attached to money or to being poor (Journal 04/07/10). When asked by a reader how to make it 
in the music industry, Mraz invites him to  
Create that playing music IS THE BIG TIME. You don’t need record sales or a million fans to be 
successful. Music is its own reward. […] Everything that’s happened since [the early days in San 
Diego], every invite and acknowledgement is all based around the fun I created when I first 
walked into [Java Joe’s]. (Journal 08/03/09) 
 
At the onset of Mraz’s success, he twice commented that “the gift of wealth is having the ability 
to be generous” (RKOP 04/17/03 and Journal 05/13/03), which can be seen in both wanting to be 
remembered as “funding the party,” and also in the launching of his Foundation mentioned 
above. A further step in recognizing and reconciling this discrepancy is his gradual shift away 
from complaining about the music industry to accepting his choice to be a part of it. When asked 
by a reader, “When are You-Jason your most authentic self???,” he responds: 
 Today in Yoga, Tricia led me thru a series of challenging balancing poses.  
 
Tree to Dancing Tree. Half moon. Warrior Three with Airplane Arms. Reverse Half moon. Chaka Khan. 
Rinse and Repeat. I try my damndest to move through the flow without collapsing or dropping a leg, yet the 
pain in my ass sends thoughts to my brain with flashbacks of Susan Powter. Stop the Insanity! Muscles 
spaaazz and quiiiiver. Breathing becomes a moan and I throw it at my fearless leader, Love Flourishing 
Tricia who is balancing with ease, swimming in her own inner-bliss while still managing to lead my legs to 
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oblivion. “Why is she doing this to me?” I question my skill level and whether or not she really knows me. 
What is her reasoning for choosing the poses, the order and the extended length? I begin to wonder if I 
really have time for class at all. My muscles gyrate more and more. The breath in my mouth is now visible 
frothy foam. For a few seconds I even hate Yoga. But therein this communication lie the yoga, the union 
with Self, and I realize I’m just resisting.  
 
In the realizing of the resistance, I get it - and I finally let go, smiling into the pain. I know exactly why 
she’s doing this to me. It’s Because:  
A) I’m in the class.  
B) She knows I’m capable of strength  
C) I can stop anytime I choose - on my own volition  
 
In Reality, SHE isn’t doing anything to me other than speaking from a few mats away, reminding me that 
my breathing will get me by. I continue to let it all go and allow the pain to become the teacher.  
 
This was a huge lesson for me. There have been times when my manager has made requests for more 
travel, more concerts, surprising collaborations, etc that require a lot of time and energy. I’ve been crazy to 
think, “Why is he doing this to me? Why is he adding this stuff? Does he not know me? Does he not like 
me? Is he trying to kill me or keep me from having a life?” 
 
Now I get it. He makes those requests because:  
A) I’m in the class.  
B) He knows I’m capable and strong  
C) I can stop anytime I choose - on my own volition  
 
I do it to myself.  
 
So to answer your question, I’m my most authentic self when I remember that I’m in the class, grateful to 
be learning something, gaining strength and compassion for my ever tightening and slightly swollen 
gluteus. I am my most authentic self in this now moment. (Journal 10/13/09) 
 
When asked to reconcile this contradiction themselves, some RKOPers have responded as 
follows: 
That’s just how the industry works. Like it or leave it. He’s doing what he loves and using his 
gifts. (female, 25-35, email communication) 
 
I look at record deals as a necessary evil to get his message out there in a broader form. The 
connections of the label allow for distribution of the songs and messages and while the copyrights 
may be owned, the messages and meanings are free to everyone. (male, 25-35, email 
communication) 
 
I think his comment [on his music being free, and his songs not belonging to him] is more on a 
spiritual level rather than an economical one. (female, 25-35, email communication) 
 
I think it’s the game he has to play, but he finds room within the confines to do things he wants, 
like putting on a benefit show where the tickets were $1, or putting a group of long-time RKOPers 
in the first three rows of the Hollywood Bowl [for free]. (female, 35-45, email communication) 
 
You would think he could lower ticket prices and all the other things that go along with going to a 
concert. But, he has started his foundation, and his message is one this world is hungry to hear, 
see, smell, sing, and do. I think he does a great deal for other artists and people that we never hear 
about. (female, 35-45, email communication) 
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The whole record industry is going to self-destruct I think. The internet is the common way for 
people to check out music now, NOT radio, not record stores or albums in people’s houses. […] 
Mraz is a successful musician partly due to his label (I would say) but he is good enough to have 
made it on his own. And he cares more about the people listening than making money it seems, 
but the record company shouldn’t be making more than the artist himself! (female, 25-35, email 
communication) 
 
I think it’s affected him. Live at Java Joe’s and WFMRTC were better albums than Mr. A-Z and 
WSWDWST. I’m hoping that Love is a Four Letter Word will harken back to the early acoustic 
troubadour style. It is noted that many years have passed as those albums came out and I don’t 
deny Jason the right to grown and change with time… but as a consumer, I prefer the style of 
music I loved from the beginning and when that changes, so does my love for the artist. (female, 
25-35, email communication) 
 
Although the contradiction between Mraz’s espoused beliefs about music and the fact that he 
makes a considerable amount of money is one that often arises in discussions with my academic 
colleagues, it does not appear to be salient to RKOPers on the surface. As seen above, when 
invited to address it directly, most, though not all, do not find the contradiction discomforting.  
 I would like to comment on the topic of ticket prices themselves. An attempt to assess 
prices over Mraz’s career is difficult, and the only way to do so was to wade through the 
hundreds of RKOP discussions about specific concerts, leading up to and immediately following 
when tickets for each went on sale. Interestingly, though each thread provides statistics on each 
concert’s location, date, and time, and where and when tickets go on sale, the prices of the tickets 
were not always included, or discussed by members. That being said, I was able to gather very 
general ideas of how much some tickets cost over the years. These numbers do not include 
concerts for which Mraz was the opening act (although these bands’ tickets were always higher 
than Mraz’s) or for large music festivals, and cannot be taken as a necessarily complete view of 
ticket prices over time. Across the board, the most expensive tickets (of those I could find) that 
were not for other headliners and festivals were for benefit concerts or fundraisers: $100/$60/$25 
(VIP/good seats/average seats) to raise money for Mraz’s old high school’s choir in 2005; 
$50/$75 for a fundraiser in 2009; and $65 for a fundraiser in 2010. Many tickets were in ranges 
that indicated tiered pricing for any number of reasons—such as floor/balcony, advance/day of 
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show, or student/public. In 2003, tickets were largely in the $20-$26 range, though they also 
included free, $5, $10, and $30 shows. In 2005, tickets were more often $25-$30, with a few 
higher and lower. Tickets in 2006 remained in the $30-average range, although tickets in the 
$40+ range became more frequent. The prices in 2008 were quite varied; there were plenty in the 
$20+ range, but also costing up to $50 or $60. In 2009, tickets were more often in the $30-$40 
range, although there were still some in the $20 range. Tickets in 2010 and 2011 cost anywhere 
from $22 to $85, the latter of which, though, was at Carnegie Hall. In buying tickets for this 
September’s concerts in Indianapolis and Chicago, I spent $73 and $79 (including $10-$15 in 
fees) on front and center seats, respectively (there were other seats available as low as $20).  
From these numbers above, it may be concluded that yes, ticket prices are increasing, but 
it seems to be a gradual change. It is unclear how much of the increase is due to inflation, larger 
venues, or being able to charge more due to Mraz’s increasing success. It can also be seen that 
there are still attempts to make some tickets affordable, even in the last two years (for the most 
recent statement and practices of Mraz’s management to keep tickets accessible and available to 
his fans (especially from scalpers), see the postscript). RKOPers are conscious of these increases, 
and they may not be able to go to as many shows as before, but they still seem to try to go. In the 
same threads as they are discussing the cost of tickets, they are also tallying hotel stays and flight 
prices (remember that many will travel farther just to be with other RKOPers). If they do not 
make this concert, per se, there is still the sense that they might make the next one. Also, it seems 
to continue to be more important to go to a concert where there will be other RKOPers than one 
that is cheaper or closer-by. Since, by default, there will be more RKOPers in larger cities, many 
of the most popular concerts to try to travel to tend to be in the northeastern and midwestern 
United States (around New York and Chicago), as well any of the major cities in California 
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(Lake Tahoe and Las Vegas are also popular). That being said, little did I know at my first Mraz 
concert in Fayetteville, Arkansas (!)—over a year before I spent any time on RKOP—that there 
were RKOPers present from Missouri, Kansas, Oklahoma, Texas, Florida (they drove), Chicago 
(they also drove, and then drove straight to the next show in Indianapolis), and New York City. 
The opportunity to realize these relationships in person entails a strong magnetism—though most 
RKOPers have stable incomes, most do not seem to have extravagant and expendable budgets. 
Plenty of them are students or are raising a family. Choosing to invest time and money into this 
artist and the RKOP cohort through concert attendance is therefore not something that is done 
lightly, but with great importance.  
One RKOPer above mentioned Mraz putting long-time RKOPers in the first three rows 
of the Hollywood Bowl, and, although exceptional, is worth mentioning. In February of 2009, 
nearly sixty RKOPers received an email from Bill Silva Management, thanking them for being 
the most loyal and active supporters of Mraz, and inviting them and a guest to come to Los 
Angeles and sit in the first three rows of the Hollywood Bowl for his penultimate concert of the 
tour – for free. RKOPers from all over the United States, Canada, and northwestern Europe flew 
in to be present at the sold-out concert in October of the same year, many of whom joined Mraz 
on stage to dance. The next night, Mraz performed his last concert of the tour for 20,000 people 
in the Cricket Wireless Theater in San Diego – charging $1 for seats (mostly, it seems, as a 
formality of assigned seating), and free to the public sitting on the lawn behind. This, too, was 
stated as a way of Mraz showing his thanks to his audience.  
 Leaving the topic of ticket prices, we will return to discussing Mraz’s persona, now in 
context of his espoused beliefs and philosophies. In the interview excerpts above, Mraz alluded 
to various aspects of his life philosophy, many of which are also intrinsic to his persona, and 
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have increasingly dominated his writings, speech, and songs in recent years. Throughout his 
adult life, he has studied myriad religions and spiritualities, and has reflected on them through 
his online journals, songs, and in-concert banter. He once wrote that his two greatest guilty 
pleasures were religions studies and John Heder films (Journal 01/16/07). This bricolage 
approach is not uncommon for cosmopolitans searching for spirituality in an increasingly secular 
world. Mraz does, however, differentiate between religion and spirituality, interrupting a blog 
with the following: 
That’s enough of my spiritual banter, not to be confused with religious banter, since religion limits 
the amount of mystery we’re truly able to embrace. Religion often forces us to find one god 
whereas being spiritual simply means to feel the unbelievable power in all things. Such as, I 
believe in the undeniable power of you. Truly. 
I know my job wouldn’t exist without listeners and readers, those who share my joy and my 
journeys thru the time and space. I would still have my art, but the vibrations wouldn’t be as 
strong without the audiences that gather and the collective souls who sing from their cars and 
within their showers. You make the art more immediate by accepting it, applying it, and 
continuing to share it on your own plain [sic]. (Journal 02/03/09) 
 
He has written that “if I believe in any God at all, my God exists in music” (Journal 12/24/07), 
and also that he sees himself as performing for loving gods, embodied by his audience members 
(Journals 09/05/05 and 09/11/08). The following interview excerpts highlight how Mraz 
integrates his religious and spiritual experiences with his music (Varga 2009). 
Q: I see that you have a framed poster here in your studio promoting a lecture by Swami 
Yogananda. Have you ever read anything by Baba Ram Dass?  
Mraz: His book “Be Here Now,” yeah, absolutely. I guess my experience with Ram Dass is only 
“Be Here Now.” And I’ve tried that avenue of Zen, that psychedelic avenue.  
 
Q: How’d that work for you?  
Mraz: Well, it works for about the 8 hours that you are occupied with any and everything. But 
what I’ve learned through my own experience is that nirvana isn’t all trippy, it isn’t a gooey place. 
Nirvana isn’t a place where you’re unable to operate a motor vehicle. Instead, you can experience 
that bliss – what I learned is (based on) “How can I have that state of euphoria in my everyday 
life?” Good lessons, but (Ram Dass is) certainly not my guru.  
But for many years I’ve dug many wells in different spiritual terrain, trying to find, to tap into, 
something – the art of happiness, what life is. I’ve always been an existentialist, through and 
through.  
 
Q: Going back to (the writings of existential godfather) Jean-Paul Sartre?  
Mraz: I want to know why we exist and what I can do while I’m existing. Basically, it’s learning 
how to exist, wholly, consciously. Growing up on fast food and television shows, you can easily 
forget to exist. You can even be treated as if you don’t. So, I think that’s why man’s eternal quest 
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for – it isn’t necessarily spirituality, but just in my own lifetime, I’ve watched the fall of 
Christianity. Not the fall in that it's gone, but (more) the fall of Catholicism and more people 
seeing how they themselves can still have the Christ consciousness and still be divine beings, 
without (following) a particular religious practice.  
Q: How does music play into that for you?  
Mraz: You can filter out what you want. It’s pretty direct. I’ve always used my (recording) 
studios to give me comfort and assist in my realizations. If I stumble upon a great realization I 
can’t wait to include that in a song. And a lot of times, I think people are listening to my songs and 
may not realize that it’s infused with Zen Buddhism or the teachings of Yogananda and Sathya Sai 
Baba, and many different avatars from the last 2000 years.  
 
Q: Given all that, how important is humor in your music and your life?  
Mraz: I just think that’s the most important. Humor first in all things. Because, otherwise, people 
say, “That’s not right, that’s not real.” Providing comfort (through music), you give people a 
reason to laugh and make them think nothing is that important or serious, even death is not a 
serious subject. It’s so natural, to think we can cling to our lives and own it.  
In Buddhism, they say attachment to anything only leads to suffering. So when we laugh, it’s our 
way of saying, “I’m unattached to that.” You’re tickled by it, it makes your lobes do something on 
their own. So humor is very important to me. I always take that to the stage first. It originally 
appeared (in the stage patter) between the songs. Then as the shows got a little longer and my 
experience in music developed, I found it was just as effective to put the humor into the songs.  
It’s the best thing, it’s the best medicine. It’s why people take drugs, it’s the easy way to laughter.  
 
In addition to humor, central to Mraz’s life philosophy are the practices of gratitude, being 
present, and, as he calls it, being love. As previously mentioned, these beliefs have become more 
and more visible in Mraz’s performances. Mraz’s initial involvement with the philosophies of a 
restaurant in San Diego called Café Gratitude (circa 2008/2009) seem as good a place as any to 
indicate an approximation of when this increase began. By mid-2009, Mraz was on a new tour, 
called the Gratitude Café Tour, and had hired a personal “Joyologist,” Tricia Huffman.  Despite 
the fact that all of the elements listed above (humor, gratitude, presence, love) have been integral 
to Mraz’s music long before this time, his escalated and overt promulgation of these values have 
garnered mixed reviews and sentiments from his RKOPers. Though this will be more thoroughly 
treated in chapter 7, suffice it to say, not surprisingly, that Mraz’s philosophy appear to be most 
well received by those that are on a similar and active quest for happiness and spiritual 
satisfaction outside of organized religion.  
Having outlined Mraz’s biography and persona, it is time to turn to the music itself. After 
all, more often than not, it is the music that first attracts Mraz’s audience to him. 
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CHAPTER 5 
JASON MRAZ: THE MUSIC 
 As aforementioned, the RKOPers with whom this paper is concerned are largely part of 
various cosmopolitan formations in the United States, Australia, and northern and western 
Europe. Though cosmopolitans are generally “more thoroughly local” than immigrant and 
diasporic formations, they simultaneously belong to a “culturally trans-local… formation” 
(Turino 2003:63). In Turino’s analysis, cosmopolitanism is comprised of cultural models and 
habits from within a particular formation, but it must include novel elements drawn from other 
cosmopolitan cities in order to be attractive to multiple cosmopolitans in other locations (Ibid., 
72, 74). In the following section, I outline the aspects of Mraz’s musical material that would be 
attractive to a broad audience, drawing particularly on virtuosic and novel traits.  
 Though playing with a horn section or a gospel choir falls under the purview of novel 
performance practice to Mraz’s audiences, I will be focusing more on the smaller-scale (in 
instrumentation, not necessarily audience size) performances of Mraz’s music, specifically his 
solo work and duos with Toca Rivera. Throughout his career, this has been the constant 
combination, and larger ensembles may simply be seen as elaborations or variations on the ideas 
fundamental to Mraz’s music. Additionally, there is a tendency among RKOPers to favor Mraz’s 
acoustic configurations, particularly those found in live, often amateur, recordings. 
 
Musical Technique 
Most of Mraz’s songs are strophic, or a variation thereof. The structures of many of his 
songs lend themselves both to vamping and improvisation. Mraz uses vamps as breaks in the 
song; certain breaks lend themselves to conversations with the audience, others create a slot in 
which he may insert verses from other songs in his repertoire, or quote other musicians. There 
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are songs that he regularly sings through from beginning to end; there are songs that are almost 
always interrupted in one way or another. Improvisations may be instrumental, and performed by 
himself or other band members; some breaks in the song have become standardized places for 
vocal improvisations. These vocal improvisations may be based only scat or vocables, or Mraz 
may improvise lyrics based on the song itself, things that he is observing within the concert 
event, or nearly anything else at all. Mraz makes use of audio loops, especially when performing 
solo, to play back his guitar vamp so that he may take his hands of the guitar and interact directly 
with the audience (this is especially relevant when he literally conducts sing-alongs). It is not 
uncommon for his songs to have a significantly contrasting section (more than a verse versus a 
chorus), usually near the last third of the song, often contrasting in tempo, texture, or overall feel. 
Mraz also has a tendency to string songs together; occasionally it is because they are in the same 
key, but he will also improvise a bridge between the two songs in order to modulate. The most 
well known manifestation of this is probably his thirty-minute continuous performance of all the 
songs from his independent album, e minor ep in f (2001), without stopping, heard on his live 
album Selections for Friends (2007).  
All in all, the forms of his songs lend themselves to variation – they are flexible and 
malleable, with the ability to expand or contract, accept new material or just be played 
straightforwardly, depending on what is needed at the moment of performance. The ways in 
which Mraz manipulates his song forms in concert makes each performance unique, thereby 
emphasizing the moment and the event, and further privileges one’s concert presence. It is 
important to remember, however, that hundreds of these recordings are available for free online, 
and while never quite replacing the experience of attending a concert in person, contribute 
significantly to the enculturation of RKOPers.  
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 Mraz’s guitar-playing style draws on a number of traditions, most frequently jazz and 
folk, and he rarely plays straightforward strummed chords. Especially when performing solo, he 
plucks the bass note with his thumb and then plucks out the arpegiatted chord with his fingers. 
He alternates between open resonant strings and muted strings to establish rhythmic grooves and 
syncopations. He also frequently uses rhythmic ostinati to travel through chord progressions. 
Although he does modulate from time to time within a song, it is not a prevalent feature of his 
music. Occasionally, one can hear bossa nova-like guitar playing in Mraz’s music, drawing on 
both the fingerpicking technique and syncopated rhythms. This can be heard in the song, “Right 
Kind of Phrase,” in which Mraz borrows the melodic material from the jazz standard, “Take 
Five,” but plays it in a bossa nova style and in 6/4, rather than the standard’s 5/4, meter. Other 
influences that may be heard in moments of his guitar playing include Dave Matthews and Tim 
Reynolds. 
 Mraz’s vocal ability is by far that which RKOPers cite as the main thing that makes him 
such an exceptional musician. In an article written in 2009, Ben Bamsey writes that Mraz’s 
“flawlessly accurate and controlled voice began making love to music in the coffee shops of San 
Diego; it now resonates in stadiums from Spain to South America” (2009). His singing styles 
include rapping, crooning, and smooth ballad vocals. He is a dynamic singer in terms of range, 
stylistic techniques, and ornamentation. When leading the audience in a sing-along, he often asks 
the women to sing quite low, and the men to sing quite high, leading both by example. He often 
sings in falsetto, and, on occasion, sings operatically (notably in alto or soprano). Though the 
operatic singing is usually inserted in live performance as a part of play, it is also a part of his 
studio recordings (cf. “Mr. Curiosity” on Mr. A-Z and “Coyotes” on WSWDWST). Furthermore, 
Mraz utilizes text painting and onomatopoeia. He also hums, yodels, and whistles, the last of 
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which quite frequently. Mraz has also used novel choirs on his last two studio albums—the Lee 
Davis High School Choir from his hometown of Richmond, Virginia sang on “Plane” for Mr. A-
Z, and a London choir of children accompanied “Coyotes” on WSWDWST.  
Two intrinsic aspects to Mraz’s singing are his ornamentations and his use of scat. 
Mraz’s singing is rife with melismatic variation and elaboration, which often lead into or away 
from a notably slow, wide, inverted vibrato. The use of melismas and this specific vibrato are 
present throughout Mraz’s career (see figures 1 and 2). Although the vibrato indexes classical 
sensibilities, Mraz emphasizes the upper note of the two, rather than the lower.   
 
Figure 1. “Sleep All Day,” 4:50-4:53, Vierling Living Room Concert, California (Audio 05/06/00) 
 
Figure 2. “Plane,” 2:36-2:44, Emile’s Living Room Concert, The Netherlands (Audio 09/14/11) 
 
Also present throughout his music is the use of scat, which he does, to some degree, in 
nearly every single song. In its smallest iteration, it might be to decorate a lyric, or fill space 
between verses. In its larger iterations, it can become a minutes-long break, and in one case has 
evolved into standardized dialogue and sing-along with the audience (discussed also on pages 40 
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and 84). The scat, depending on its location and duration, may include words (particularly within 
verses, or during improvised interim verses) or simply be vocables, and most closely resembles 
the scatting styles of jazz singers Ella Fitzgerald and Sarah Vaughn. Rivera also scats, but in 
general only does so in two specific songs. On occasion, he will solo scat near the end of 
“Dreamlife of Rand McNally,” and sounds like an intentional quotation of a Louis Armstrong 
scatting style. During “0% Interest,” Rivera sometimes sings a (now-) standardized scat interlude 
that sounds as though he is singing in a west African language, though he admits himself that the 
words are made-up. However, Mraz’s scatting, in addition to being more prevalent, only sounds 
influenced by Fitzgerald and Vaughn, not a direct quotation. When asked by a reader to describe 
his jazz vocalist scat influences, Mraz responded: 
The first thing I ever tripped over was Ella Fitzgerald’s “Air Mail Special.” It’s 3 minutes of story-
telling scat; somewhat manic and improvisational though the band sounds like they know where 
she's headed. I was impressed by how much she sounded like a horn. From there I fell in love with 
horn players. I too wanted to mimic the colorful brass. John Coltrane, Miles Davis, and Sonny 
Stitt were just some of the players that caught my ear. Then came the voices of Mel Torme, Chet 
Baker, and Shooby Taylor. Each had their sexy or jaunty delivery, which inspires me to cast out, 
explore and create my own. (Journal 07/27/09) 
 
Also, when Mraz and Rivera are singing together, they combine their voices in unison, 
heterophony, homophony, and polyphony. Other musicians playing with Mraz most often take 
simpler vocal roles, but, as Rivera and Mraz have been performing together for over ten years, 
their ability to sing together, even when improvising, is dynamic yet complimentary. 
 
Musical Quotations 
Mraz quotes musical material (both instrumental and lyrical) from myriad sources. These 
quotes may be momentary, may introduce or conclude songs, be complete covers, or Mraz 
originals sung in a different musical style, or a combination thereof. For example, at the end of 
the song “0% Interest,” Mraz often leads a sing-along, segueing from the last lines of the last 
verse—“slide your foot off the gas before we crash right back into the median / right back into 
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the median, the median, lord / it separates our house from the middle of the street”—into the 
chorus for the 1982 British ska group Madness’ song, “Our House.” After Mraz and the audience 
have sung the chorus several times, he will sometimes suggest “switching the dial to f-a-m-a, 
Baja, California,” let out an ululating cry reminiscent of mariachi band exclamations, and they 
all proceed to sing the verse in Spanish. This, and many of the examples to follow, feature Mraz 
and his audience’s engagement with play.  
In other instances, Mraz and Rivera regularly introduce specific original songs with 
sections of covers, or include references to them within the song. After the “Our House” chorus 
described above, Mraz has led the audience in singing several sections of Michael Jackson’s “Do 
You Wanna Be Startin’ Somethin’,” first with its chorus, and ending the whole song (“0% 
Interest”) with the vamp on the Jackson lyrics, “Ma ma say, ma ma sa, ma ma coo sa,” repeated 
with variation. Mraz often introduces his song, “Sleep All Day,” with a verse or more of jazz, 
blues, and R&B singer Etta James’ “At Last.” In performances of a full cover of “At Last,” Mraz 
also occasionally segues into the theme song for the American 1970’s and 1980’s television 
show, “Love Boat.” Performances of “Dreamlife of Rand McNally” have been occasionally 
introduced with Toca Rivera singing the first verse of “Stuck on You” by Lionel Richie. In 
recent years, Mraz also commonly inserts verses from Bob Marley’s “Three Little Birds” into the 
last section of “I’m Yours,” a song which lends itself to this hybridization by nature of its already 
reggae-like groove. Additionally, in the middle of Mraz’s song, “Did I Fool Ya?” quotes Irving 
Berlin’s “Blue Skies,” in the following verse: “Blue skies, are smilin’ at me, and that’s my 
favorite melody.”    
The quotes described above are fairly standardized; excepting the lyric in “Did I Fool 
Ya?,” they do not necessarily occur every time Mraz plays a particular song, but they are known 
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variations that do often occur. Mraz also quotes external musical sources randomly, and once 
commented, “Sorry, I have musical Tourrets” (Concert 01/15/03, end of “Better”), after singing a 
few lines of “Celebrate (good times, come on!)” by Kool and the Gang (the mood of this quote 
contrasted significantly with the mood of “Better”). Sometimes his quotes grow out of 
improvisatory verses. For example, while vamping the introduction to his song, “Common 
Pleasure,” he improvises and sings:  
Hope everybody’s feelin’ high and mighty / Here we’re comin’ out, yeah we made it here, finally. 
/ Here we come ok, here we come comma come come come comma [scats on the word “come” 
and possibly alluding to Del Shannon’s “Handyman”] / Karma chameleon [referring to the song 
by Boy George] / is how I’m feelinya’ in heya [here]. / And I sing of love this time, / I sing of love 
[scats on “love”] / well it comes around, here it comes around, I said it comes around. (Concert 
01/15/03) 
 
This introduction begins mellow, builds through the scatting in the middle on “come” and 
“love,” and climaxes on the word “around,” which Mraz belts out and holds before suddenly 
dropping into the upbeat groove for the song itself.  
 Mraz draws upon such a wide variety of sources for his quotations that it is not always 
readily obvious to his audience whence they come, and sometimes possibly not even to Mraz 
himself. In the former instance, many fans, and some RKOPers, do not readily realize that the 
chorus “Our House” at the end of “0% Interest” is not Mraz’s own original material, owing 
perhaps to their unfamiliarity with the original song, and how well it fits into Mraz’s song. This 
is a prime example of the familiar and the novel working together in such a way that the listener 
does not always recognize the factors at play. Mraz has noted that audience members don’t seem 
to recognize that his performances of Hall & Oates’ “Say It Isn’t So” and Turin Brakes’ “Future 
Boy” are both covers, and proceeds to recommend that readers listen to the originals 
(Journal11/19/03 and 01/17/03).  
An example of Mraz quoting seemingly without thought can be heard near the end of his 
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performance of “Morning Theft,” a song by American singer-songwriter Jeff Buckley (Concert 
10/18/00). While repeating the last line of the song, “I miss my beautiful friend,” several times 
with variation and ornamentation, Mraz begins to scat. This scatting contains alternations 
between the vocable “lie,” and exclamations of “hey.” As it develops, Mraz begins to sing “lie la 
lie, lie la lie lie lie lie lie lie, lie la lie,” or rather, the chorus from Simon and Garfunkel’s “The 
Boxer.” What is interesting about this is that after this point Mraz finishes the song, and says, 
“Was that John Denver? I was like oh [as in surprised], that sounds familiar. I think it was. 
Forgive me if I’m wrong; that would suck to like misquote John Denver or whoever wrote that 
great little lick” (Ibid.). In instances like these, it is difficult to tell whether or not Mraz actually 
doesn’t recognize what he is quoting, or is playing on the audience’s aural familiarity with a 
broad swath of music that is disembodied from their origins.18  
 Mraz will also improvise songs in specific styles, or perform his own songs in a different 
style for comic effect. In a favored video of many RKOPers, Mraz recounts a conversation that 
he and Rivera had had the day before, wherein Rivera commented on his enjoyment of the way 
that the rock band Creed sings the letter “R” in their lyrics. Mraz then begins to play the guitar in 
a style reminiscent of Creed, says, “This is a Creed song that I wrote,” and sings: 
It’s easy / just bein’ / to sing like Creed / it’s easy / [unclear] / [Rivera, spoken: Well, we know 
who started that style, right?] / STP, and Pearl Jam, and Alice in Chains is some favorite bands. / 
What happened? Well Creed came along and everybody sing sing wrong / Arrrr Arrrs Rs / You 
hear about the pirate movie that’s comin’? It’s rated Arrrrr. /  
It’s easy to be Creed / with arms wide open.  
[conversational interjections omitted] (Video 06/27/02) 
 
Mraz also has performed one of the most popular songs from his first studio album (Waiting for 
my Rocket to Come), “You and I Both,” in what RKOPers call the “polka version” or “oompa 
version.” Sometimes including an introduction that sonically refers to banjos, mouth harps, and 
spoons, the body of the work is sung at a much faster and upbeat tempo than is usual for this love                                                         
18 A form perhaps of Steven Feld’s schizophonia, cf. 1997, 2000.  
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ballad. Rivera sings a chordal accompaniment using an “oompa oompa” pattern. It is likely that 
the RKOPers term this “polka” because the oompa reminds them of the tuba part in German 
polka. However, Mraz and Rivera’s renditions sound more akin to polka-inspired tejano music, 
an influence that they were likely to have picked up while living in southern California.  
An a capella rendition of another song from WFMRTC, “Curbside Prophet,” during an 
encore at a frequently downloaded concert at the Copley Theater in San Diego (Audio 06/20/04) 
may serve as an epitome of sorts when considering Mraz’s practice of novel hybridization within 
a song. Although it is difficult to always tell exactly who is singing what at each moment, the 
work is performed by Mraz and the following guests: percussionist Jenne Lowe, DJ Bob 
Necksnapp, Raul Midon, and Hawaiian artist Makana. It begins with one of them singing a bass 
line, and Jenne Lowe imitating percussion using vocables specific to particular hand attacks. At 
the beginning and end of the song, Mraz sings “Curbside Prophet,” with the other two 
performers singing backup. In the middle of the song, however, there is a solo break: Lowe takes 
the first solo, still using percussion vocables; Mraz follows with an operatic solo; Makana is 
next, singing what sounds like a Hawaiian traditional song, and one of the other singers rounds 
out this section with a jazzy mouthed trumpet solo. Each soloist then sings their part again 
simultaneously – that is to say, hand percussion, opera, traditional Hawaiian song, and jazz 
trumpet solo are all laid upon one another in a dense, vocal-only, polyphony. 
Through musical quotations, both of musical genres and specific song lyric references, I 
have highlighted a number of ways in which Mraz overtly and covertly plays with his and the 
audience’s shared aural historical background. By mixing in these novel and borrowed elements, 
he not only adds to his own music’s variety, but by playing with expectations, repeatedly draws 
attention to the present moment and challenges the audience to join him there. This is the 
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challenge that the audience members engage in that induces flow, rather than necessarily and 
accurately recognizing musical quotations.   
 
Lyrical Case Study 
Having focused on the sonic markers in Mraz’s music that would be attractive to his 
cosmopolitan audience, and the ways that he uses novelty and contrast, I would now like to 
showcase one of his songs for its lyrical content – “Dreamlife of Rand McNally.” The lyrics 
highlight the cosmopolitan propensity for leisure travel, narrate Mraz’s persona as a traveling 
musician, and exemplify Mraz’s penchant for playful lyrics, double entendres, and lyrical 
reflexivity. 
“Dreamlife of Rand McNally” has been performed in concert at least 140 times, and its 
first known performance was at the Kass Bah, in Hollywood, California, on January 9th, 2001. It 
was frequently performed earlier in Mraz’s career; it has only been documented in performance 
nine times since 2006. In his early career, it could be heard as one of the more frequent requests 
that the audience would shout out on amateur recordings. It was also released on two of Mraz’s 
independent albums, Live (2001) and Sold Out (In Stereo) (2002). On the former album, Mraz 
also inserts verses from his later hit, “The Remedy”; on the latter album, he inserts verses from 
Michael Jackson’s “Do You Wanna Be Startin’ Somethin’” (the same sections that are later seen 
in concert renditions of “0% Interest”). Mraz explains the inspiration for the song: 
So the idea was there was this guy way before any of our time. The maker of the many mysterious 
manuscripts. He set out on his little journey across the planet and everywhere he went he’d cause 
just a little bit more trouble. So the idea was that he made these maps just so he’d remember never 
to go back to that place again. (Sold Out (In Stereo)) 
It’s a song I wrote about a travelling man. We have a mapmaker in the United States called Rand 
McNally. I think it’s just a made up name, you know? So I was trying to figure out who this Rand 
McNally character was. I had this idea that he’s this guy, right? He went around the world, and 
had his adventures. But he got into troubles, and so he’d make maps of everywhere he went, so 
he’d remember never go back there again. And that’s how he ended up with all these maps. 
(Audio 07/15/07) 
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Musically, the texture is quite sparse. The guitar accompaniment is simple, and consists of 
mostly strummed chords. This contrasts Mraz’s normally syncopated and arpeggiated guitar 
accompaniment, and furthermore allows one to focus on the vocals and the lyrics themselves. In 
addition to the multitude of pop culture references throughout the song, another significant 
aspect of this song is the way in which various sections of the lyrics have been adapted to either 
the location in which Mraz is performing, or the political climate in the United States at the time. 
As such, there is not a “definitive” version. The lyrics provided here are taken from Live, 
although variants will be discussed below.  
[Spoken: Let me tell ya something.] 
Who is he, Mr. Rand McNally? Who is he? 
Well, I had a dream that mystery was me, now, who else could I be?  
 
‘Cause I dreamed I went to England and met the Spice Girls there for tea. [sung in a slight British accent] 
They lost one more, they're down from four, to my favorite number three.  
But they're still quite spicy, as the orange flavor, 
And oh so nice to do me the favor and lick my icing under the table now.  
But I gotta leave town, Mr. Nally, just as Scary Spice was about to go down on me. 
But don't ask how, Mr. Nally, give up the towel, Mr. Nally, and run run run [scats on “run”]  
 
I dreamed I went to Singapore, got bored and robbed a liquor store.  
What for, nobody knows, I only took a couple of Marlboros.  
Oh, that was all they needed, and the criminal was soon defeated, 
And now in jail, I'm waiting for my punishment of caning.  
But I gotta think fast, Mr. Nally. Watch your ass, oh, say wake up and laugh, Mr. Nally. 
Run run run run away. Run run run. [scatting on “run”] 
 
Run, better Mr. run-a better Mr. Rand-a better Mr. Mc, Mr. Nally. 
Mr. run-a better Mr. Rand, he run, he run away, ok. 
Better Mr. run-a better Mr. Rand-a better Mr. Mc, Mr. Nally. 
Run run run run. 
 
Had a chance to visit the North Pole, but it was way too cold to smoke.  
Oh, my nose was freezing; I sure could use some coughing and wheezing.  
So I tried it anyway, and the place went up in flames.  
How was I supposed to know you could catch fire to the snow?  
Oh Lord, way to go, Mr. Nally. Way to go, oh now you're melting the poles, Mr. Nally.  
Run run run run away. Run run run. [scatting on “run”] 
 
I jumped ship in NYC, then I headed south to Washington, D.C.   
I didn’t think I’d go there, but played some shows there, fancy lucky me. 
And it is really slow there, with our new president on tv,  
Too many politicians and liberal Christians, they’re all set out for me. 
Oh my, cast your vote, Mr. Nally. Castrate your vote, oh say no you don’t, Mr. Nally. 
Run run run run away. Run run run. [scatting on “run”] 
   69 
 
I thumbed a ride across the prairie. I got hitched in Vegas, yep, I got married. 
To a lady who loved me, she thought it’d be funny to gamble all my money. 
And I got stranded without my clothes, a little bit of fear and loathing, heart attack.  
I got chased by the Rat Pack once in a flashback. 
Singing, “Viva Las Vegas.” [melody matches the Elvis song] 
Singing, “Viva Las Vegas.” 
Sing it with me, Toca. 
“Viva Las Vegas,” oh my, I said, “Viva Las Vegas.”  
 
[scatting section] 
 
A-better Mr. run-up, a-better Mr. Rand-up, a-better Mr. run said-a, said-a Mr., you’re the man. 
A-better Mr. run-up, a-better Mr. man-a, a-better Mr. run, better missed it,  
I missed it, I missed it, I missed it, I missed a man. 
I said I missed it, I missed it, I missed it, I missed it, I missed it, I missed a man. 
I said a mister mister mister mister mister mister mister mister man.  
I said I [Mraz repeats “mister” multiple times, but in such a way that it sounds like both “missed a” and “mister”] 
Run run run run away. Run run run. [scatting on “run” and expanding into more scat] 
 
[Mraz invites Rivera to take a percussion solo] 
 
Run run run run. Run run run. [scatting on “run”] 
Run run run run. Run run run. [scatting on “run”] 
Run run run run. Run run run. [scatting on “run”] on down the road 
Run run run run. Run run run. [scatting on “run”] 
 
[First verse and chorus of “The Remedy” performed here, lyrics omitted. Followed by scat.] 
[In other versions, this is often where Rivera scats like Louis Armstrong.] 
 
Run, better Mr. run-a better Mr. Rand-a better Mr. Mc, Mr. Nally. 
Mr. run-a better Mr. Rand, I said you got the knack, for the rally. 
Run run run run. Run run run. [scatting on “run”] 
 
I settled down in San Diego, and smoked a joint with Java Joe. 
And with a grin he took me in, [imitating Joe: “I spilled coffee on my chin.”]  
And I played my show there, I met my bitches and hos there. 
And with my holy ho, they kindly let me shake my tail there.  
But one more thing before we go – there's never been any place quite like this home. 
For once in a lifetime, maybe I'd be foolish not to stay. 
 
Oh, I gotta get away, Mr. Nally. Running the play, oh say what can I say, Mr. Nally.  
Run run run run away. Run run run. [scatting on “run”] 
C'est la vie. (x4) [scats variations on these words, ends in prolonged unison with Rivera] 
 
Excepting the North Pole, each of Mraz’s verses pairs various cosmopolitan centers with one or 
more cultural references associated with that center: the Spice Girls in England, caning in 
Singapore, politicians in D.C., the Rat Pack and Elvis in Vegas, and Java Joe’s coffeehouse in 
San Diego. It is interesting to note that at the time this song was first being performed, Mraz had 
yet to gig outside of the United States, and his only documented performances outside of 
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California were, in fact, D.C., and New York city. Though most of the lyrics are not actually 
autobiographical, Mraz was in fact briefly married in 2001, and the wedding did occur in Vegas. 
There are various spots in the song where a word or two changes (“Scary Spice” becomes 
“Sloppy Spice,” “shake my tail” becomes “shake my ass” or “make my bed,” for example), but 
there are two verses that regularly change – the one set in Washington, D.C., and the one set in 
San Diego.  
The D.C. verse reflects both political changes in the U.S. as well as perhaps Mraz’s 
political priorities. “It is really slow there, with our new president on tv,” soon changes to “with 
all that shite that’s on tv,” and stays that lyric in every later rendition I have heard. Furthermore, 
the lyric, “Too many politicians and liberal Christians, they're all set out for me” has changes 
over time, some examples of which are: 
• …liberal Christians, they’re all set out on that nuclear energy… (Audio 06/05/01) 
• …liberal Christians, set out for Afganis now… (Audio 11/23/01) 
• …liberal Christians, set out for Israelis now, they’re gonna shoot ‘em up pow, Mr. Nally           
(Audio 04/20/02) 
• … things are fucked up there, better not pledge our allegiance (Audio 06/27/02)  
• … liberal Christians, now we’re after Iraqis. Shoot ‘em up pow, Mr. Nally. Apocalypse now,           
Mr. Nally. (Audio 08/29/02) 
• …liberal Christians, going back to nuclear energy. (Audio 03/22/06) 
• …liberal Christians, they’re fuckin’ up alla our energy. Oh lord, say who the fuck did you vote for, 
better run… (Audio 08/07/06) 
• …liberal Christians, suckin’ up alla our energy. (Audio 08/06/07 and 02/27/10) 
 
As was previously noted, Mraz was not overtly political until Obama’s 2008 Presidential 
campaign. However, these verses, as well as the occasional blog mention in support of gay 
marriage and the legalization of marijuana, show that Mraz was cognizant, albeit previously 
reluctantly, of current political issues (as described earlier). 
 In the San Diego verse, Mraz adapts the first two lines to reflect where and for whom he 
is performing. The audience often responds with heightened enthusiasm, and this may be one of 
the main reasons that it is such a popular song. For example: 
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• Settled down with the best in LA … and we rocked these Tuesday nights… [during a time when Mraz 
was regularly gigging in LA] (Audio 06/05/01) 
• Settled down in San Diego, and played Aspasia’s favorite show… [Aspasia is Mraz’s long-time hair 
stylist, and it is likely that she was in the audience] (Audio 04/20/02) 
• Settle down home base, Chicago, oh, my favorite place to go. Here we come, here we come, oh I hope 
to never go… (Audio 01/15/03) 
• I settled down in Upper Darby, oh settle down oh this kinda party, it’s a Friday night, and the 
Philadelphian knows this how to get this party right. (05/21/04) 
• Settle down somewhere, somewhere down under somewhere down under somewhere (repeats). Now 
it’s thumbs up to everyone down under, I was cool like the Fonz. Finally made it down from Sydney to 
Melbourne, much better city, I think… it’s the best city in Oz. (Audio 03/22/06) 
• Settle down somewhere in Melbourne, settled down somewhere in what the hell was I thinking? Surely 
I must be dreaming. (Audio 08/07/06) 
• You can bet I, I settled down in Ootmarsum [Netherlands], never thought I’d settle down, in 
Ootmarsum. Never thought the rain would stop, comin’ down. (Audio 07/15/07) 
• Settled down in LBC [Long Beach, CA], Mr. T[oca] and me and Jesse [Billauer, Director of National 
Outreach for Life Rolls On], oh what a helluva day’s storm, warm and thunder and then tsunamis. 
[Sung on the day of earthquakes in Japan and Chile, and a tsunami in Chile.] (Audio 02/27/10) 
 
As stated before, “Rand McNally” is not particularly an RKOPer favorite; although some have 
described it as fun, cheeky, weird, adventurous, and a bit dirty, others described it as a 
“throwaway song that is invariably requested by frat boys at concerts,” and one “very popular 
with college kids in the early 2000s” (females, 35-45 and 25-35, email communication). One 
RKOPer noted that “It’s a great storytelling song that shows off J’s ability to inhabit a story and 
take you with him,” emphasizing again Mraz’s ability to produce intimacy between himself and 
his audience in concert (male, 25-35, email communication).  
“Dreamlife of Rand McNally” is not the only song in which Mraz changes words to 
reflect the present moment, although it is one of the more extensive examples. In Mraz’s song, 
“The Remedy,” where he sings about a dog named Elsa who he invites to ride with him in his 
truck. In concert, “Elsa” is usually replaced by one of his band members, often “Toca” Rivera. In 
“Gypsy MC,” the lyric “It’s Aurora Borealis’ company that I’m tight with,” Aurora Borealis 
changes to reflect performance location (ie. “It’s North Sea Jazz Festival’s company that I’m 
tight with” (Video 07/14/07)). In “0% Interest,” the lyric “down that long deserted highway” 
becomes “Missouri highway,” “New England byway,” etc. In a subtler instance, the “I’ll Do 
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Anything” lyric, “this place is getting crowded / my house is two blocks away / or maybe closer” 
usually stays “house” when playing in San Diego, and often changes to “hotel” when playing 
out-of-state. These examples, “McNally” especially, showcase the flexibility of Mraz’s musical 
form and lyrics in adapting and appealing to audiences in transnational cosmopolitan centers 
within their specific local formations. Mraz then moves beyond a common appeal by rooting 
these performances in the current physical space and time, through localizing lyrics, and also, as 
seen earlier, by performing with artists like him that are already popular in specific cosmopolitan 
centers. (A further localizing technique utilizes is to wear a shirt or hat from the location that he 
is playing, especially in college towns. For example, when performing at the University of 
Illinois in Champaign in 2009 he wore college t-shirt with the word “Illinois” on it.)  
Mraz’s localizing techniques begin to illuminate aspects of the concert experience that do 
more than entertain – they have the potential to make the audience member feel as though they 
are participating in, and, furthermore, becoming, a part of something special. As an extension of 
their location, they become part of the song that Mraz is singing, the story that Mraz is telling. 
This is only the tip of the iceberg when considering the depth of meaning and value that 
RKOPers appropriate from participating in this cohort. It is to these depths that our attention 
must now turn.  
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CHAPTER 6 
CULTIVATING TOGETHERNESS 
Thus far, I have focused my analysis on the aspects of Mraz, the man and the music, that 
may appeal to a broad, cosmopolitan audience. Within that audience, there are members who are 
drawn to the internet to find out more about Mraz and his music, often via RKOP; within that 
subset are those that develop relationships on RKOP that go beyond discussions of musical 
material. Through nurturing these relationships, RKOPers reap some of the benefits of 
interconnectedness enjoyed by those in traditional communities based on face-to-face 
interactions. Throughout the remainder of this thesis, I will explicate the complex of 
relationships between Mraz and RKOPers, in concert and on the internet, in order to demonstrate 
that what being a participant in this cohort actually does and means for its members is to provide 
them with an experience of togetherness that has the potential to enrich other aspects of their 
lives, an experience that exists as much online (if not more) than in individual concert events. It 
is in this and the following chapter that direct comparisons with the Grateful Dead are most 
useful, and so such discussions will appear in relevant sections. I will begin by looking the ways 
in which the concert serves as a space in which Mraz and RKOPers may cultivate togetherness.  
 
Concert as a Liminoid Space 
 
In both the cases of the Grateful Dead and Mraz, the day of the concert is seen as special 
day, an event in and of itself. Shan C. Sutton (2000) has compared the day of the Grateful Dead 
concert with the idea of Turner’s ritual process, complete with markers of separation, liminality, 
and reincorporation (cf. Turner 1969[1951]). Many authors have described the various rituals 
that take place on the day of a Grateful Dead concert, leading up to the concert that evening. For 
Sutton, this included leaving one’s “normal” life behind for the day, possibly dressing in clothing 
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that sported Grateful Dead iconography, and going to the place where the concert would be held. 
A Deadhead that I interviewed described this practice as “walking the lot,” where one would 
walk around the parking lot outside the venue all day, and interact with other people that were 
there for the show (male, 35-45, spoken interview). He cited the playing of Frisbee or hacky 
sack, the consumption of food from vendors, the partaking of various drugs, and the buying of 
merchandise from artisans in the lot as common activities during the day. Other activities include 
dancing or discussing the upcoming show, with some trying to predict what the first song would 
be (Dollar 1999).  
 Many RKOPers describe similar practices on the day of the concert, though their 
practices more frequently take the form of being in a line at the venue rather than a parking lot, 
perhaps because the group that practices this is considerably smaller. If the show is General 
Admission (GA, not assigned seating), many of the RKOPers show up quite early (some as early 
as 6am) and wait together in line all day, playing games, listening to music, and further develop, 
in line, friendships that often previously existed solely online. If the entire concert has assigned 
seating, then RKOPers rarely choose to sit in line. Instead they spend the day with each other, 
exploring whatever town they are in. In these instances, the internet is especially useful in 
orchestrating these outings – if there is no line in which to make friends, arrangements are made 
in advance. So, while waiting in line is a potentially significant part of being a RKOPer, 
depending on the venue, it is not a necessary one, and is held in tandem with the importance and 
potential of building friendships online that can be realized face-to-face on concert day.  
 In an attempt to understand the differences between RKOPers and the majority of  
 
concertgoers in attendance, I asked RKOPers to describe each group. In order to best see each  
 
individual’s contrasting assessment, the contrasts are presented in pairs below.  
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Majority: 80% female, ranging in age from 12-50. 
RKOPers: Same – maybe a little more dedicated and interested in being involved in community 
based on Mraz’s music. (female, 25-35, email communication) 
 
Majority: Mix, though mainly females in their twenties. 
RKOPers: In a lot of ways they are like other fans and yet I like to think they have their own 
identity. Why the same? They react in the same way to situations, like a new album/song/etc or to 
people saying offensive things. They will defend JM when they feel it’s necessary, but they don’t 
just accept just anything from him; they’re critical of his work and the things he puts out (blogs, 
etc). They are different in a general attitude towards life. Usually relaxed, fun loving, casual. I 
think the attitude reflects the taste in music. (female, 25-35, email communication) 
 
Majority: Most are younger than me, many by quite a lot. That may be why there is a fair amount 
of rude behavior such as shoving and jockeying for position, talking through songs, etc.  
RKOPers: They know more of the songs, and tend to be congenial in line before shows. (female, 
35-25, email communication) 
 
Majority: 80% women, a few guys, a few kids. Mostly college age/students, 30 somethings, but 
I’ve seen 50 somethings too, as he got more popular. Some people holler, cheer, whistle but 
mostly remain quiet and just dance a little while the songs are played, being respectful and 
listening to the music.  
RKOPers: I would say [they’re] different. They arrive super early to get the best spots up front, 
socialize with each other, and hang around after to say hi to the band. Sometimes they do “star 
jumps” (an arm dance that I can’t stand!!) during “The Remedy.” (female, 25-35, email 
communication) 
 
Majority: Seem to be all ages. Seem to be drunk most of the concert. Screaming during beautiful 
moments.  
RKOPers: RKOPers are there to listen to the music, really listen. Not chat with friends during the 
entire concert or drink to the point of drunkenness. (female, 35-45, email communication) 
 
Majority: Ages definitely cover a huge range, from pre-school to post-retirement with all manner 
of vocations represented. Concert tickets are so expensive these days that I think any mainstream 
show is going to skew a bit higher on the socioeconomic scale, but again, there no one group who 
goes to a Mraz gig. There’s a misconception that all of J’s fans are women, but I see quite a few 
guys at every Mraz gig I attend and they’re just as passionate about his music. In terms of 
behavior, serious Mraz fans tend to be very respectful to both the music and each other. No love 
show is without its screamers or shovers, but the percentage seems to be lower at Mraz concerts. 
[incidentally, this RKOPer is male.] 
RKOPers: RKOPers tend to be more knowledgeable about the history behind songs, and the 
sense of community tends to spread from the message board to the live show. Every show tends to 
have random roaming packs of RKOPers who often seek each other out. All Mraz fans are great, 
but RKOPers are the best kind of fans in my view, and that goes for long time posters and brand 
new members alike. (male, 25-35, email communication) 
 
It is difficult to ascertain how “special” or set apart from daily life the day of the concert is in the 
minds of newcomers or passively attending audience members. The majority of those in 
attendance at a Mraz concert do not participate in these in-line practices. Those that arrive 
earliest may only be a handful and, though the line may slowly grow in the time leading up to 
doors opening, one could expect the average attendee to arrive anywhere from “doors-open” to 
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halfway through the headlining show itself. In venues that serve food and beverages, it is not 
uncommon that some audience members will even stand in the back, talking and drinking and 
not participating in the concert. However, it is still set apart from their daily lives, and may be 
treated as a potentially liminoid space for all attendees. Additionally, though the concert 
experience is a vastly enriched by prior or repeated iterations (for RKOPers or otherwise), it still 
holds potential for togetherness for any audience member.  
 
Welcoming the Novice & Building Rapport 
 
 Throughout Mraz’s career, he often opens the concert by stating, “What’s up, friends?” 
(or “superfriends”). Mraz has called his audience members and remote listeners “friends” instead 
of “fans” and referred to having a “friend-base” as opposed to a “fan-base” (Journal 06/17/03). 
Though this indicates that Mraz’s definition of “friend” is broader than the traditional one, it still 
serves to establish a connection of familiarity as he takes the stage.19 Just as he tries to see every 
audience member as a friend, he also encourages each of them to make friends with one another. 
At a performance at the House of Blues, before “Tonight, Not Again,” Mraz said: 
If you came here alone tonight, which, probably most of you didn’t. Or let’s say you came with 
The Loud Guy. […] What I’m tryin’ to say is, meet somebody on your way out of here […] Shake 
some hands. Guys, if you see a lady who’s hot, and you came with, like, three other dudes, at least 
have something to talk about when you go home with your dude friends. Say [to yourself], “Man, 
I’m glad I had the balls to go talk to her.” [...] That’s all I’m tryin’ to say is... That’s the only way 
that, we’re gonna grow as a generation, that we can become a generation. Right now, [...] no one 
has defined our generation yet, and I think that’s kinda sad. People are so involved in reality 
television shows; everything is a reality experiment […] I do not mind that, I think, exposing all 
secrets is a good thing. That’s why I will tell you everything I would, I could, if I should, if I can... 
But – in an effort, to create a generation, we need to become friends, with one another. (Audio 
03/24/03) 
 
Mraz’s use of the word friend, genuine as his intentions maybe, is another contradiction like 
those described earlier in the construction of reality. He is not actually friends with all of his                                                         
19 This is not unlike the dilemma of Facebook “friends,” and the argument that one cannot really have, for example, 
544 friends. This may be indicative of the urge for interconnectivity, mutating into a quantitative, rather than 
qualitative, phenomenon.  
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audience members, yet in using the word friend as he does he cultivates an intimacy between 
himself and his listeners.  
Though Mraz capitalizes on audience members’ contextual knowledge of his concert 
performances, he also acknowledges newcomers in the audience and tries to make them feel 
welcome. He has referred to them as “those who were dragged here by a friend,” and 
incorporates their newness into the concert experience. Being a novice at a Jason Mraz concert is 
an introductory experience; before “Gypsy MC” at the Prince of Wales Hotel in Melbourne, he 
said, “Welcome, to the initiation” (Audio 8/07/06). “Gypsy MC,” as an autobiographical song, is 
elsewhere used to provide the newcomer with background information to begin to know Mraz:  
“For those of you who were dragged here by a friend, and have no idea who the heck I am, or 
care, this song is a little introductory offer, if you will. Explain a little bit about who I am, and 
what I do” (Audio 08/01/06). Mraz’s use of the idea of initiation alludes to a Turnerian rite of 
passage. Furthermore, this “introductory offer” may be viewed as an invitation to, at the very 
least, become a fan, or even more so, a “friend.”  
Even as he acknowledges newcomers, Mraz also teases, or plays with, those audience 
members less culturally competent in regard to his work. For example, on several occasions, 
after the audience joins Mraz in singing the chorus to “You and I Both,” Mraz goes on to address 
the members in the audience who are unfamiliar enough with his work to not know the words to 
one of his more famous songs. 
[Audience sings chorus:] ‘Cause you and I both loved, what you and I spoke of. And others just 
read of. And if you could see me now, well I’m almost finally out of, I’m finally out of, fina-de-
de-de-de-de-de deeee, well, I’m almost finally finally, out of words. [Mraz speaks:] Fantastic. 
That’s probably my favorite part of the night, you know. ‘Cause it’s a good feelin’ to look out and 
have people singing back to you something that was created in your garage there and [is] very 
personal. [laughs] And everyone in the room is singing, even those who were dragged here, 
they’re being polite. [...] Once they’re stared at, they’re like “Haaa naaa laaaa seeeee. Scooby do 
wa weeeee.” I’d love to mic you, to hear what you sound like. “Uuh, scahby do we su be we. 
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Heyyyyyyy. Uaaaaaa... almost out of... turds.” So, thank you. (Audio 08/07/06)20 
 
Novices are not the only sector of the audience that receives attention. In multi-level venues, 
Mraz will have dialogues with the upstairs, mezzanine, and floor crowds individually; he will 
also divide the room and crowd in other ways—front and back, left and right, male and female, 
etc. This behavior grew from his early performance practices as a coffeehouse musician, where 
the venues lent themselves to interacting more directly with everyone in the room. Mraz has tried 
to translate the intimacy in such venues to larger and larger crowds over the years. He describes 
this process in this short documentary interview: 
There was a time a year ago when I thought, maybe we’ll play in arenas, and stadiums, and 
outdoor amphitheaters someday, 20,000 people. Had you put me in front of an audience of 20,000 
people a year ago […] or two years ago when this tour started, I wouldn’t have known what to do. 
I wouldn’t have known how to communicate with that many people. I don’t know how, still, to 
communicate with the person in the back row, but, I just do it. And I do it thanks to all the 
experience I’ve had, starting in a coffee shop, moving up to the club, moving up to the next place, 
[and then] the next place, just welcoming a few more people, and seeing everyone that comes in as 
a friend, as a friend of a friend. “Oh, welcome, welcome. Oh, good, glad you made it.” I guess 
that’s something that, you know, I didn’t realize over night. It happened night after night after 
night. (Video 05/18/10) 
 
Like Mraz’s localizing verses in “Rand McNally” and other songs and calling his fans “friends,” 
his addressing of novices and of commenting on their performances, or otherwise singling out 
sections of the audience, enable audience members to feel that they are part of Mraz’s story, just 
as much as he is a part of theirs. In these and other instances described below, Mraz is laying the 
groundwork for togetherness to occur during the concert, and beyond.  
Recall Richard Bauman’s observations on the transformative nature of performance. 
Performance inherently contains a “heightened intensity of communicative interaction which 
binds the audience to the performer,” which, when successful, “elicits the participative attention 
and energy of his audience,” and “they will allow themselves to be caught up in it” (1984:43). If                                                         
20 These faked lyrics and the acknowledgment of novices have been present in several other renditions of “You and I 
Both” (cf. Concerts 07/16/06, 08/06/06, 10/21/06).  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successful, “the performer gains a measure of prestige and control over the audience—prestige 
because of the demonstrated competence he has displayed, control because the determination of 
the flow of interaction is in his hands,” as is the “potential for transformation” (Ibid., 44-45). As 
a performer, Mraz is cognizant of the audience’s overall mood throughout the concert and 
comments on it from time to time. Like any performer concerned with successfully entertaining 
his audience, he may adjust any number of his performance aspects in response to that mood. 
However, I would argue that his goal is not just to entertain, but to, as he puts it, “take you on 
some kind of a journey, whether through songs or through sound” (Audio 09/14/11:“Set 1 
Intro”). In other words, Mraz seeks to create transformative experiences for himself and his 
audience members. (That he is not always successful, or that this transformation is actually co-
authored, will be addressed later.) Following Bauman’s model, if and when Mraz succeeds in 
binding the audience to him, he uses a number of strategies (play being a predominant one) to 
induce flow. As previously discussed, flow occurs when a person responds to stimuli and 
challenges appropriately, receives immediate feedback, and then meets new challenges 
(Csikszentmihalyi 1997:29-31). The challenges that Mraz presents to his audience hones in on 
their ability to be present to their current concert experience, and to participate in the co-creation 
of that experience. The more experience one has with Mraz, his music, and his concerts (live and 
recorded), the more adept one becomes at meeting these challenges. Once in flow, play becomes 
potentially transformative.  
 
How You Do Anything is How You Do Everything 
 
 Analogous to viewing his performances as a gift, Mraz emphasizes that they are a 
process, rather than a polished product. This was evident in earlier analyses of the ways that he 
changes lyrics in performance, as well as inserts parts of songs he is working on or covers of 
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other songs within the forms of his work. Furthermore, though a proficient musician, he does 
make mistakes, and will stop a piece and start again if the occasion calls for it, further playing 
into the “authenticity” frame, and music as a process. (The causes of mistakes vary, but often it’s 
when an old or a very new song is requested and he’s trying to remember how it goes.) He will 
sometimes say, “No disclaimers,” and throughout his career often says “something like that,” 
when finishing a song. It is not that Mraz presents himself as unprofessional or inept. Rather, 
these behaviors exhibit his belief that “life is what is happening right now,” as it were, mistakes 
and all, and he allows those mistakes to become a part of the concert experience.  
Additionally, Mraz invites the audience to fully bring themselves into the experience of 
the emergent present. For example, Mraz has spoken a number of times on the use of camera 
phones during concerts, voicing his concern that people are so distracted by their camera phones 
that they aren’t present and therefore not actively involved in the concert experience. In one 
instance, he commented: 
I notice there’s a lot of camera phones, cameras, people taking videos with their cameras... And, 
and you know hey, I don’t, I don’t mean any disrespect because that's your arT. You’re creative 
with your camera phone… But, I worry that, you know, when you get home, you’ll look at your 
camera phone, you’ll be like, “Oh, remember that – I don’t remember what blurry image that song 
is from. I don’t remember what song exactly that was ‘cause I was fuckin’ with my phone.” So, I 
don’t know, get your blurry images out... of your system... and enjoy yourself. Enjoy the world. 
You know... with these lenses, right here [indicating one’s eyes]. (Audio 7/16/06: Before “Life is 
Wonderful”) 
 
In this instance, Mraz is highlighting the prevalence of digital technology in the twenty-first 
century, the technology that he himself capitalizes on when interacting with RKOPers. Yet in 
this case, as in others, Mraz diffuses the potential seclusion of electronic meditation, and again 
reinforces values of togetherness. As Mraz invites all the audience members to participate in the 
present moment, he is utilizing his power as the musician on stage that they all came to see, as 
well as the liminoid nature of a concert itself, preparing them to engage in play. The following 
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two introductions to the song, “Dynamo of Volition,” brings to the forefront a central reason for 
engaging in play, the idea that “How you do anything, is how you do everything.”21  
What’s up, Superfriends? What’s up playmakers and playmates? We’re here tonight to play, each 
and every one of us. And by show of hands, giving yourself this self-inflicted high five, that’s 
proof that you came here tonight to play. To play in a big way. […] Now throughout this song, 
there’s gonna be a little bit of participation. [Teaches the audience the high-five-centric dance 
moves involved in the song, “Dynamo of Volition.”] 
Just like that. Real easy to do, three simple moves. Now, for those of you I see who aren’t playing 
along, maybe your arms are stuck in the tight crowd, I get it. But don’t be stopped by your own 
mind as well, because tonight could be an example of how you live your whole life. Are you that 
person that doesn’t play along in the hand game!?! Don’t ever let your mind stop you from having 
a good time. (emphasis added, Audio 09/12/10: Intro to “Dynamo of Volition”) 
 
…if you don’t think that you can keep up with those three simple seated dance moves, I invite you 
to look at how you do anything, because how you do anything is how you do everything. Do you 
not dance through life? Do you wait until maybe tomorrow? [Do you say to yourself,] “Next, next 
time I’ll do it.” We’re all at fault for that. We all fall for that. [Begins to sing:] So don’t let your 
mind stop you from havin’ a good time. No friend of mine, is not gonna not have a good time. No 
friend of mine, is gonna have a bad time. [Begins “Dynamo”] (emphasis added, Audio 09/14/11: 
Intro to “Dynamo of Volition”) 
 
In this way, Mraz and his audience’s acts of play may also be viewed as deep play, because even 
though they are at a concert and having a good time, there is an intention or hope that this way of 
being in a concert might translate into practices in one’s own regular life and worldview. It is 
worth noting that when Mraz started saying the phrase, “Don’t let your mind stop you from 
having a good time,” regularly in concerts, many RKOPers began quoting it in their signature 
lines on posts on RKOP, or using it in conversation.  
 In the example above, Mraz is directing the audience through a number of dance moves 
to perform in the next song. By incorporating more experiential modes through which they 
process the concert and their place in it, Mraz furthers the potential for flow. An even more 
effective way that he does this is through various types of sing-alongs and improvised songs, 
both to be described below.  
                                                         
21 This idea has been attributed to multiple authors, and it is difficult to know its origin. However, it is worth noting 
that it is also a book title by Zen Buddhist author, Cheri Huber.   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Sing-alongs 
 
 The sing-alongs manifest themselves in a variety of ways. Some are normal calls-and-
responses or joining in on choruses, and function as basic modes of play. By allowing the 
audience to participate in music making (something they may or may not regularly do in their 
daily lives), the concerts are simply more enjoyable via audience participation. Mraz also uses 
the audience to augment the musical texture of a piece; he may have the audience repeat a chorus 
while he sings other lyrics over it, creating a polyphonic texture. In addition to the audience all 
singing one part, he also directs sections of the audience (often split by location in the venue or 
by gender) to sing different parts from one another, again with him singing over it, so that they 
become what he calls a “superchoir.” Mraz again acts as a conductor, metaphorically of the flow 
of the play, and literally conducting the audience with his hands. In recent years, near the 
beginning of the show, he will direct the audience in singing a single note together (often on the 
word “love,” which can have quite a mesmerizing effect when sung by 20,000 people).  
 The singing of one note together, isolated from more normalized “singing along at a 
concert,” distinctly unites the audience and Mraz via their embodied aural and oral experience. It 
connects them in a way that cannot be accomplished by Mraz alone. For example, before singing 
“Beautiful Mess” at Mystic Lake Casino, Mraz speaks to the audience: 
There’s probably a few people sleeping at the casino. Because as casinos go, you lose track of 
time, or they’re napping before their long evening tonight. So I’d like to send a… vibration… to 
the casino residents. Something that might, perhaps, bring them luck. Or wake them up. Either 
way, it goes like this [sings a low E♭and stops suddenly] [stuttering] and you, all you, and I’m 
sorry, all you guys have to do it, too, or this is just me, being silly… (Audio 07/03/11, emphasis 
added) 
 
This example draws into sharp focus the key to Mraz’s success – without the audience investing 
and participating in his music, it is, in fact, just Mraz being silly. It is because the audience, 
RKOPers especially, agree to join or be lead by Mraz on his adventures that togetherness is 
possible. This concert example draws attention as well to the difference of experience in person 
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versus a recording online. It is the physicality of being in the same space and sharing sonic 
airwaves that makes this technique so successful; obviously a recording could never hope to 
substitute it. However, it can supplement it. One can still sing along with a recording, as well as 
hear the others’ voices, but the shared space is lacking. Instances like this are strong incentives to 
attend a concert in person.  
 In the middle of “Right Kind Of Phrase,” Mraz sometimes leads the audience in a call 
and response of scatting (noted elsewhere on pages 40 and 62). He starts by singing a few 
seconds of scat, which the audience sings back; this call and response repeats and expands as the 
phrases last up to about eight seconds. Then Mraz will scat for twenty seconds, after which the 
audience is supposed to scat it back, usually with little success. “That sucked!” has been Mraz's 
laughing answer on several occasions. In this form of play, Mraz reestablishes his authority (or 
in Bauman’s terms, conducts his power over the audience), which is necessary for him to lead 
people to togetherness, as well as to buying a ticket.  
Mraz’s “everyman” abilities on the guitar and voice that, coupled with his playfulness 
and informality, further create the potential togetherness, like being at a party with a friend who 
is a good musician (although examples like the above show that he does still establish himself as 
a superior musician). When not challenging their musical abilities, the act of all singing together, 
especially if already in a flow state, engenders a state of Turnerian communitas, which I have 
already paralleled with Mraz’s concept of togetherness.  
 When in a state of togetherness, the audience’s play has the potential to become 
transformative. It is here that Mraz utilizes mimicry play and the aforementioned maya-lila, or 
make-believe, as a vehicle for temporary or longer-lasting transformations. For example, Mraz 
leads the audience in singing the line from “The Remedy,” “I won't worry my life away” (plus 
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vocables), which is inherently a “feel good” verse. It is not uncommon for him to lead the 
audience in unison, and then request various segments of the audience to sing alone. In the 
example below, he builds upon this practice to take the audience through a transformative 
journey.  
Just the ladies. It was already just ladies. [Ladies sing verse.] Just the dude. [Men sing verse.] Just 
a whisper. [Mraz and audience sings verse in a whisper.] [Over the whispered verse:] That’s damn 
good; that’s a good whisper. [Audience whispers verse again.] Really put it out there, on the back 
of the head of the person in front of you. [Mraz and audience whispers verse again.] All right, like 
you’re four. [Mraz and audience sing verse like they’re four.] You guys really know what four-
year-olds sound like, that’s good. Lotta teenage moms in the house tonight. I like to do this 
because it takes us going back to our path to an age when [it was] the last age we were, when we 
rem- we worried about shit. [Mraz sings verse like he’s four] [In an elevated but non-descript 
accent:] But in order for us to feel this, to believe this, we must go to the other end of the 
spectrum. [Audience member yells, “Sing it like your grandmother.”] Sing it like your 
grandmother. [Mraz sings verse operatically, adds reverberation and improvises operatically] All 
right but you weren’t singing along on that one. All right one more time, as yourselves... 
[Audience begins to sing verse normally.] See, you feel differently. (Audio 08/06/06) 
 
Mraz transforms his and the audience’s identities from the realm of the real, across the border 
into the imaginary, spanning their pasts and their imagined futures. He brings them back to the 
present, with the intent that they feel differently, or are transformed, by the experience. Having 
all participated in this journey while in a liminoid state, and in flow, the audience and Mraz are 
bound in a state of communitas. This is Mraz’s virtuosity – the ability to cultivate these sorts of 
experiences.  
 
Improvised Songs and Hyperparticipatory Songs 
 
More than being a malleable passive mass simply waiting to be led, taught, and 
transformed by Mraz and his creative force, the audience also leads, teaches, or transforms Mraz 
and the space that they share. In addition to vocalizing accountability to Mraz (they will tell him 
if he’s not performing to their liking or to “shut up and sing”), the audience also participates in 
the creation process itself; this is most evident in improvised songs and what Mraz calls “The 
Say Anything Game.” 
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In concert, Mraz will sometimes ask audience members for words and phrases, which he 
writes down and then performs in an improvised song (the audience’s suggestions are often quite 
obscure and sometimes rather obscene). This is not done over the same melody each time; each 
known recording of such songs is to a different melody. The result is a newly created song 
performed only in that space, co-authored by the audience and Mraz. A readily accessible 
example of this is a video of the song, “If it ain’t Dutch (It ain’t much),” performed after Mraz 
harvested phrases from the audience at a garden party in Ootmarsum, The Netherlands 
(07/15/07). The improvised songs involve the audience in the creative process, but Mraz is still 
the leader and performer.  
However, in the “Say Anything Game,” audience members also perform (cf. Video 
08/06/07). During a performance at the Dachkammer Cafe in Berlin, Germany, Mraz invites 
several members of the audience onto the stage and they and Mraz take turns singing over Mraz's 
improvised melodies. Later in the song, Mraz hands his guitar over to Tom, one of the audience 
members, and raps about the situation over Tom’s melodies. At certain points, Mraz doesn’t 
sing, but stands silent (although dancing along) on stage, listening to Tom play. At this moment, 
Mraz not only inverts, but effectively negates, the traditional binary between performer and 
audience. After the shared performance at the Dachkammer Cafe, Mraz said, “I had a coupla 
ideas that we would do for sing-alongs and group experiences, but I don’t [think I can] top that 
moment. I think I’d be diggin’ myself a hole, after that. So let’s just take a moment, to reflect on 
it, the power of that shit. That was awesome” (Audio 08/06/07). This co-performance embodies 
the transformation of a physical space into a place of meaning, or as Mraz might say, a place into 
a palace (“The word ‘place’ is only one lower case letter away from ‘palace.’ Should you already 
have a place and seek to upgrade, you needn’t look very far” (Journal 05/14/04)). 
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Togetherness in Concert and Beyond 
 
This togetherness that exists among Mraz's listeners, therefore, is more like an intentional 
cultivation of friendship and bonding, a palace of meaning inspired by his performances. It may 
be cultivated by Mraz, but it is nurtured in the shared space by him and his co-creators of 
meaning, his audience. When this level of connection is achieved, Mraz highlights its presence in 
ways such as the following: 
I love the hoot and the holler, I do, I love that. Because it really only happens when there’s 
togetherness. You don’t hoot. Or holler. When you’re alone. You know? Can you imagine? You 
go to, you go into the doctor or something, you’re sitting at this office... [Doctor voice:] “How are 
we feeling today?” “WAAAOOOO! WAO! YEAH!'” (Audio 08/06/06:After Gypsy MC) 
 
In line with the idea that “how you do anything is how you do everything,” Mraz invites the 
audience to take the feelings and behaviors they gain from togetherness in the concert, outside of 
the liminoid state and into their daily lives. The following speech, for example, appeared in 
several iterations throughout concerts in 2006.22 
I really dig you guys’s enthusiasm this afternoon. [...] I want you guys to take this enthusiasm that 
you have this afternoon and I want you to apply it to every other day, of your life. I want you to 
rock, at what you do. Take that same enthusiasm that you rock at at a show, and rock at what you 
do. If you got a eight-hour shift at Kinko’s you baby, baby, better rock it. If you’re gonna be a full 
time student then, by God, rock the shit out of being a full time student! And you may ask 
yourself, “Jason, but how do I rock at being a student?” Well, you let ‘em know you rock, you let 
‘em know you put in your time. When I put in my time, sometimes we blow off flash pots, we 
change the lights, we drop a banner, “Peace, I’m out, bitches!” and I roll. I make a stink. I make a 
stink about the fact that I’m leavin’, that my shift is done. So what you gotta do when you finish 
your Communications 100-or-whatever-the-shit-it-is exam, you stand up on your desk, you break 
your pencil, you say, “Peace, I’m out, bitches, woo!” and you roll. Or maybe when you run into 
class, when you come into class, you run and you slide on your knees, you go, “Aaooouuuu! Unh, 
what’up teach’? Let’s do this! I’m ready to rock the info that you got in your head and I’m gonna 
put it inta mine. Bring it!” I guarantee ya, your teacher’ll be like, [Mraz clapping:] with a tear, 
have a tear comin’ down. [end clapping] Or maybe you ain’t gonna go to school all the time, 
maybe you’re gonna graduate and you are gonna work at Kinko’s. You finish your eight-hour 
shift, you drop the banner that you made, it says, “Anita, Employee of Now,” and “I’m out, 
peace!” [...] You gotta rock at what you do. Fellas […] You come out to the shows, and you’re all 
pumped, you’re throwin’ people around, sometimes you make, fuckin’ posters, and you’re just 
screamin’ shit. You gotta put that into your friendships, that same enthusiasm. Yeeaaaaah. I got a 
friend who works two jobs right now, you got that friend who works two jobs, and he’s tryin' to go 
to school. You gotta put that, you gotta put that same enthusiasm into that person. You gotta show 
up at their door at like six o’clock in the morning with a big poster – you’re like, “Yeah, dude,                                                         
22 This speech is a good example also of the ways in which Mraz’s (possibly) originally improvisatory dialogues can 
and do become standardized. Though each version of the “Enthusiasm Speech” has variation in its iterations, the 
same overarching elements remain in the few recordings that exist of it.  
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nobody dry walls like you do motherfucker yeah!” He works ‘til two a.m. bartending at your 
favorite bar, then he has to get up and go to school in the morning. You gotta show up with a 
poster when he gets off-a work at two o’clock and be like, “Wooooo! Duuude ! Nobody gets 
people fucked up like you do, mo’, yeah!” Or whatever, whatever. You get to make it up. Ladies—
nobody rocks out like you gals at a concert, come on! Listen to all that screamin’ what the shit? 
Doesn’t matter who the act is, no matter what show, girl’s’ll be throwin’ bras and panties up onto 
the stage, they just can’t help it! [Elaborates on bra and pantie throwing] So ladies, take that same 
philosophy, out into the world. [Comments on someone who throws large panties on the stage.] 
You bust up into a Starbucks, ladies, and Steven, your barista of the day whips you down a wicked 
latte... Flip ‘im a pantie! “Woo! And I’m out, Steven, Barista, peace.” [Discusses the large 
panties.] So you get what I’m sayin’, just whatever you do, rock at it, all right? (Audio 
05/19/06:“The Remedy”) 
 
In addition to this speech being entertaining and encouraging, Mraz again blurs the line between 
stage and daily life. Mraz uses his place on stage to reflect on the energy at a concert, and 
translates that into the audience members’ daily lives. Although, for Mraz, there is less 
difference between stage and life than some performers, he does take advantage of his place and 
power on stage to reflect and comment meaningfully on daily life. 
 
Privileging Togetherness 
 
In the previous chapter, I demonstrated the musical aspects of the concert experience that 
are congruent with cosmopolitan values of novelty, diversity, and inclusiveness. In this chapter, I 
have suggested that, within these larger cosmopolitan formations, there are those that are 
attracted to, respond to, and participate in the transformative aspects of the concert experience. 
Furthermore, this subsection of people are those that are more likely to become active members 
of RKOP. This is supported by the fact that many RKOPers privilege the interactive experience, 
and its resulting togetherness, in the concert over Mraz’s musical prowess; it is, in fact, the 
ability to create such an experience that is Mraz’s prowess. My descriptions of Mraz’s musical 
material and interactive practices are both based on ideal iterations, but there are ample concerts 
where either the music quality is lower or the interaction process is meager or unsuccessful (due 
to either Mraz’s or his audience’s unwillingness to engage). When a performance is lacking in 
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some way, the ways in which audience members hold Mraz accountable reflect what it is that 
they value about the performance.  
It is fair to say that most members of the audience, especially initially and for those 
uninitiated, most probably highly value a professional and enjoyable musical performance. It is, 
as one would expect, the main reason why the average concert-goer would buy a ticket in the 
first place. They may not be aware, or even interested in, the participative or reflective aspects of 
the concert. One example of this accountability is evident at the beginning of a concert at the 
Lincoln Center in New York. Mraz asks the audience at the beginning of the show, “Can I just 
talk tonight, please?” then notes, “No, the woman in the [front row's] like, ‘No’” (Audio 
10/17/05). Mraz recounts that during another concert, after he had had a “pseudo break down 
onstage,” an audience member yelled at Mraz, “'it really sucks rocking so hard'” (Journal 
01/26/03). Mraz publicly responded to that member in his journal, “Thank you for that comment. 
It keeps me in check and delights me to know I live such a blessed life” (Ibid.). There are also 
several occasions in his journals where he has apologized to people or towns for having a bad 
day and giving less than the upbeat energetic performance that he and his audiences expect. 
When the musical performance suffers, for whatever reason, the average audience member is 
displeased.  
Conversely, one thing that is quite interesting about RKOPers is that, over time, the 
importance of the music is matched, and is sometimes superseded by, the importance of 
togetherness. This can be seen in a variety of ways. On archive.org, there is an option for 
downloaders to rate and review concert performances. For many of the most-downloaded shows, 
commendations regarding audience interaction occur side-by-side those applauding musical 
quality. (Though not all reviewers are necessarily RKOPers, they are closer to RKOPers than 
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audience members who choose not to engage with Mraz’s music via the internet enough to post a 
review, or are even unaware of archive.org.) Conversely, the concerts that receive the lowest 
ratings are usually because of the quality of the sound recording; they rarely criticize Mraz’s 
music or interactions. Personally, I found the most dissatisfying concert I attended to be in 
Champaign, IL, because, though the music was top-notch, Mraz hardly talked with the audience. 
Furthermore, when spending time with RKOPers in person, especially on the day of the concert, 
Mraz’s music comes up in conversation less than one would expect. The RKOPers that travel to 
concerts, sometimes at great distances, value the time they spend with each other more than 
attending the concert itself.  
As I was living in Champaign at the time of the concert noted above, I hosted seven 
RKOPers and one of their friends for the weekend of the show. I asked them to write down their 
thoughts about RKOP and Jason Mraz’s music, and their relationship to it. Some of their 
responses are as follows. 
I became a fan of Jason Mraz because I liked the music. I stayed a fan mostly because I became a 
fan of the fans. The people I met through Mraz’s music have become my cohorts, my road trip 
buddies, my listening ears, and my connection to various cities across the country. It’s so amazing 
to be able to buy a ticket to a show and not have to worry about finding someone to go with 
because I know that even if by chance I don’t see someone I know I will know these people 
anyhow, because we are connected by the music. (female, 25-35) 
 
My relationship to both Jason Mraz and the community of his fans is unique amongst the various 
artists I enjoy. I first began listening to Mraz in the fall of 2003, and joined the RKOP board in 
February of 2004. At that time there were less than 10,000 members, and only a fraction posted 
regularly. Though there were typical, more superficial aspects of fandom, most of the attraction 
for both the other members and me was the music. Mraz fostered an intimacy with his fans 
through his music but even more so through his interaction with fans and the spirit he sewed [sic] 
on the board. His openness in journal entries and on the board itself opened the door to a deeper 
connection between him and his fans, which was mirrored between members on the board. I don’t 
think other artists make themselves this vulnerable and accessible, where fans feel they truly know 
them.  
Over the years, I have developed a number of close friendships on the board that have now 
transcended it. We now rarely visit or post, as the character of it has morphed with Mraz’s 
increasing fame, though we are as ardent in our appreciation of his music. Our relationships 
continue to grow off [of] the board, and we make sometimes cross-country journeys to meet one 
another. It is this, as well as the development of my identity, that make up my personal inheritence 
from RKOP. (female, 35-45) 
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The thing I like most about the Jason Mraz RKOP fan community is that concerts turn into 
excuses to see all your friends. So when you know that a show is approaching and you begin to 
coordinate with people about who’s going the group seems to slowly expand because the 
anticipation to see ones comrades soon overpowers the actual desire to see the concert. Many 
times the best part of any show for the musician and the fans is the interaction of the fans. (female, 
20-25) 
 
The RKOP community is what sold me on the music. Yes, I enjoy the music, but I line up outside 
for my friends, not the show. Without the message board, this community would be almost 
nonexistent. The message board is how I initially connected with others who share the same 
musical tastes. I think that the music is really what brought the community together, and what 
keeps us together. It’s such a large community that spans over many continents, so it’s always nice 
when a show can bring so many people together. When I tell non-RKOP friends about how long I 
wait outside before a show, they think I’m crazy. But I tell them that I’m not waiting for the show. 
I don’t travel the country, from Arizona to Pennsylvania, just for Jason Mraz. I do this for the 
sense of community I feel when I (re)connect with people. (female, 20-25) 
 
[From the friend that was brought along:] I have friends that are very involved in the Jason Marz 
[sic] community. I enjoy his music and have only been to two of his concerts but I feel welcomed 
by them. I like the sense of things becoming more than just about the music. It’s about meeting 
new people and old friends that you may only get to see once or twice a year. Musical 
communities can make strangers become friends and friends become family. (female, 25-35) 
 
As can be seen from these commentaries, the tone and values of which have been echoed by 
other RKOPers on other occasions, the phenomenon becomes cyclical. Mraz creates togetherness 
in concerts and attracts certain types of audience members, who become his most avid supporters 
and promoters, and in turn expect him to create concert experiences that continue to attract 
people like themselves. The importance of the intimacy of the interaction between Mraz and his 
RKOPers being equal or greater than the importance of the music made aligns the latter with 
similar value systems as the Deadheads and the Grateful Dead. Regarding the improvisatory 
sections of Grateful Dead concerts, Giulini noted that they would either “sink or swim. It’ll 
either be magical and fantastic or complete noise… When [the Dead] go for it and it’s good, it’s 
better than any other kind of music. But other times they’ll just sink to the bottom” (quoted in R. 
Freeman 2000:90). The Deadhead I interviewed elaborated on the concert experience, saying that 
The Grateful Dead did not play the same show night after night, were very experimental, and 
could, on any given night, suck, or put on a really great show. […] You never know what you’re 
going to get, in terms of the show, but you definitely knew that no matter what it was, it would be 
worth it because of the experience and the people you’re going to see. […] Jason Mraz would 
probably have a harder time maintaining a fan base because […] if you went to five Jason Mraz 
shows and three of them were, eh, ok, one of them really sucked, and one was really great, you’d 
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probably stop going after a while. But with the Dead, you would have an amazing experience, “I 
had a killer time, it was so much fun, the whole day and the music at the end either was 
spectacular or it wasn’t.” And who cares? (male, 35-45) 
 
While Mraz would have trouble maintaining a general fan base if he was musically inconsistent, 
the RKOPers have a more complex set of criteria for grading a concert. These included musical 
elements—the setlist, the Mraz and the band’s skill, the quality of the sound production itself—
but also non-musical elements—Mraz’s mood, the energy of the audience, and the flow of 
interaction between audience and Mraz. When asked to describe the RKOPers in the audience, 
one stated, “They enjoy the music and expect the quality to stay high. They listen!” In describing 
the effects Mraz has on the quality of a show, another RKOPer noted that 
…it is certainly possible for Mraz to have trouble with his voice and still turn in an outstanding 
show. It’s harder for the overall impression to be positive if there’s a full band and they’re not well 
rehearsed. And very occasionally, Jason “phones one in,” where the music may be flawless but he 
is emotionally absent; that’s rare but has an awful affect on the show. (female, 35-45, email 
communication) 
 
It seems that, although RKOPers want the best of all aspects of the concert, the factor that can 
make or break the experience is Mraz’s personality and interactions with the audience. If the 
music that night is a little poor, but Mraz is engaging, the show will still be good; if the music is 
stellar, but Mraz is in a rut, the experience suffers significantly more. In their privileging of 
togetherness, RKOPers become cultural cohort not unlike the Grateful Deadheads (although with 
some significant differences), a comparison of which is the subject of the next section.  
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CHAPTER 7 
RKOPERS AS A CULTURAL COHORT 
 Thomas Turino defines a “cultural cohort” as a “cultural/identity unit based on a 
restricted number of shared habits and parts of the self—for example, gender cohorts, age 
cohorts, occupational cohorts,” or also, as a “social group that forms around [an] activity itself” 
(2008:235, 187). I have previously described the specific RKOPers that I have interviewed and 
with whom I have spent time over the last few years, and presented them as a sample of the most 
active members of RKOP. Though not exclusively, many of these RKOPers’ habit constellations 
and worldviews parallel with each other and so they may be considered a cultural cohort of their 
own. Furthermore, they share a number of similarities with yet another cultural cohort, the 
Grateful Deadheads. 
While it is likely that Mraz has many fans of varying ages, ethnicities, and walks of life, a 
significant portion of his active (and therefore, more visible) audience consists of educated, 
Caucasian females between the age of twenty-seven to thirty-three, fluent in English, and living 
in a First World country. According to Rebecca Adams, co-editor of Deadhead Social Science, 
Deadheads range in age between ten and sixty-two years old, with a mean age between twenty-
three and thirty-two (2000:33). Unfortunately, Adams is unclear as to when Deadheads were of 
this age. She adds that they come from middle and upper-middle-class families, have completed 
or will eventually finish college, and have or eventually will have a white collar or professional 
job. “In other words,” she writes, “Deadheads are the type of people who most frequently 
become scholars, develop analytical skills, and decide to write about their experiences” (Adams 
and Sardiello 2000:34).  
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Life Philosophy-Cum-Spirituality23 
  
As previously mentioned while outlining his persona, Mraz’s artistic expressions draw 
influences (subtle and otherwise) from myriad religious and philosophical practices, including 
Hinduism, Buddhism, Zen, New Age, Shintoism, and Existentialism. Though present in some of 
his earlier writings, Mraz has increasingly been more vocal about gratitude and the power of 
positive thinking, using it in his own life and encouraging others to do the same. For some 
RKOPers, this results in changes in their own life philosophies or approaches to spirituality; 
others are attracted to Mraz’s music because it coincides with beliefs and practices that they 
already hold.  
RKOPers have commented on this aspect of Mraz’s persona, saying, “He was a HUGE 
part in [my] spiritual path and I am a better person because of him,” “I truly appreciate how he 
uses his platform to inspire and uplift,” and “The attitudes and philosophies that [he] embodied 
and preached really appealed to me from the start.” One RKOPer wrote: 
I’ve always been a positive person, but when I found Mraz I was having a dull period in my life. 
The attitudes and philosophies that embodied and preached really appealed to me from the start. 
His music as a big part of snapping me out of a long alt rock, hip-hop phase that wasn’t doing 
anything for my mood. The live videos of he and Bushwalla were full of life and a genuine joy 
that helped inspire me to get out of my little slump. (male, 25-35, email communication) 
 
For some, the spiritual experience and its communal authorship within the concert event 
becomes the priority: 
I’m a member of the community he’s helping to build – a community of positivity and self-
direction. My going to concerts these days has more to do with seeing and being with the friends 
I’ve made, as well as participating and contributing to the philosophy, than the actual show or 
musician himself. (female, 25-35, email communication)                                                         
23 Several studies have been done on various aspects of spiritual experiences at Deadhead concerts, including in 
regard to shamanism (Reist 1999), popular religion (Sutton 2000), and a subgroup of Deadheads, originally called 
“the Spinners.” This subgroup later named themselves “The Church of Unlimited Devotion,” who used spinning and 
dancing in tandem with the music as a form of spiritual communion, not entirely unlike whirling Dervishes in 
Sufism (Hartley 2000). Some spiritual practices included the use of particular drugs or alcohol, utilized to contribute 
to the transformative experience of the concert event. Although cannabis and alcohol are not uncommon parts of 
Mraz concerts, they do not appear to play as central a role among the core listeners.   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Though following or adhering to these beliefs is not a requirement to RKOP membership, it has 
become an increasingly central part of Mraz’s life philosophy, as well as his performance, so 
much so that it is hard to avoid if you’re going to be spending much time around Mraz and some 
of his listeners. At minimum, tolerance is necessary. The more divergent one’s beliefs are from 
Mraz’s way of believing, the more possible it is that that listener might choose to no longer 
participate in RKOPer practices. One long-time active member of RKOP, has become what she 
describes as a “new Christian,” and, in finding incongruence with her new beliefs and Mraz’s, 
says that the Mraz chapter of her life has passed, and that she probably won’t travel to see shows 
again. It is important to note, though, that she directly credits Mraz and his music for putting her 
on a path that lead to her becoming a Christian: 
Two and a half years ago, my conscious spiritual journey began after an enlightening conversation 
with a musician for whom I had a lot of respect, Jason Mraz. I had just spent a month feeling 
miserable after a traumatic break-up, and he had a way of encouraging me to look forward, saying 
the new year was going to be great starting now and how everything was for a reason. I awoke the 
next morning with a sense of clarity, renewal and freshness that started me feeling grateful and 
positive. In fact, there was a blanket of fresh white snow outside… 
That year I noticed it became easier and quicker to get over heart-break and there was no reason to 
worry about my path in life. I continued to read Jason’s blogs online and live my life to the fullest 
until one day last spring I began to wonder where his joy was rooted, from where was he receiving 
his encouragement, from whom was his wisdom coming, and how he could be so satisfied all the 
time. For two weeks I looked for a truth to connect to, so that I may feel completely satisfied. 
[excerpt drawn from her testimony following baptism] (female, 25-35, email communication) 
 
In seeking a source of truth, this RKOPer found hers in Christianity and Jesus, and no longer 
“idolized Jason and his words.” She added, “His music hasn’t really been replaced by my new 
faith… I just feel that he is wishy washy. As grounded as I thought he was, he isn’t because he 
doesn’t appear to have a source! A root! […] I have grown beyond him” (Ibid.).  So, while some 
may be attracted Mraz’s bricolage approach to religion, spirituality, and philosophy, in some 
cases this may be a deterrent.  
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There are others who are critical of Mraz’s increasing use of his position to espouse his 
beliefs to his audience. (This critique is made of his political activism as well.) However, these 
ideological elements in Mraz’s concerts have always been present – one can trace ideas about 
gratitude, the present moment, and constructing one’s own reality back to his earliest concerts. In 
a discussion regarding the increased prevalence of these ideas in Mraz’s more recent works, a 
long-time RKOPer wrote to me: 
There are surely fans who will tell you that Jason has changed a lot, and not for the better. I would 
argue that those people don’t know either the old or the new Jason very well. And yet I think the 
stuff that will finally wind up on his next album will be less of the everything’s peachy stuff that 
some people feel. I suppose I’m saying that it can be hard to move people emotionally with 
sunshine pop. Particularly if they’ve long been drawn to Mraz’s .... not darker side, so much -- 
that'’s an exaggeration...but his sorrow. Anyway, all of the stuff in the Landmark Forum and in the 
Cafe Gratitude seminars and the like is nothing new – to J or to anyone. Its mostly Eastern 
philosophy – Buddhism and a bit of Zen – refined for the Western palate. And I think those ideas 
and philosophies have taken their place in J’s life just like all the other philosophies he’s studied. 
Which is why you’ve seen seeds of it in his past, and why the concern about their influence on 
him was both temporary and over-rated. (female, 35-45, email communication) 
 
These discussions are specific to the RKOPers who arrived on the scene because of the music, 
but stayed because of the relationships they built with other fans. I imagine that there are many 
people who attend Mraz concerts for the music only, and whether or not they adhere to the 
spiritual side of concerts, or are discomforted by it, is unknown.  
 
Taping Policies and Ideas of Ownership 
 
The Grateful Dead are probably the most famous band, if not the first sizable one, to 
allow amateur recordings of their concerts and the non-profit trading of them among fans. As 
previously mentioned, Mraz also allows recordings of almost all his shows, the exclusions being 
concerts that are already being recorded for a live album release.  
Both bandleaders’ willingness to allow taping at concerts also draws parallels between 
Jerry Garcia’s and Jason Mraz’s ideas about ownership in regard to much of the music they 
make. Garcia said, “There’s something to be said for being able to record an experience you’ve 
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like, or being able to obtain a recording of it … my responsibility to the notes is over after I’ve 
played them” (Garcia quoted in Jackson 1999:277). This also fits Mraz’s “music as process 
approach.” The day that his most recent album, We Sing, We Dance, We Steal Things, debuted, 
he wrote a blog titled, “They’re Yours,” which refers not only to the songs on the album, but also 
to his corpus of live songs available for download online. He wrote: 
 They’re yours. The songs; Take them. Share them. Own them. Make love to them. Cook to them. 
Eat with them. Buckle them up in the car and blast them during your busy city commute. Sleep 
with them on in the background. […] I’ve said it in a million interviews already. The songs don’t 
belong to me. (Journal 05/13/08) 
 
A common trait among RKOPers is a familiarity with these recordings, most frequently accessed 
via archive.org. Listeners who are new to Mraz’s concert recordings tend to download entire 
shows. As their collection grows, and their hard drives get full, many note that they become 
more selective about what they download, and begin to only download specific songs. Though 
listeners are most likely to download concerts they have attended, they also record specific 
“memorable” or noteworthy shows, as learned by others’ recommendation.  
Deadhead and RKOPer recording practices differ in that, due to the available recording 
technology, much of the Grateful Dead recordings were traded person-to-person on cassette tape, 
often resulting in generational deterioration from dubbing that became more evident at the tapes 
were reproduced further and further away from their original source. Though cassettes could 
feasibly be mailed, avenues of distribution for Grateful Dead recordings generally involved more 
face-to-face interactions – you needed to know someone who knew someone, ad infinitum 
(although this has also changed with these recordings being digitized and uploaded to places like 
archive.org as well).  Conversely, Mraz’s generation enjoys the facility of digital reproduction 
and distribution from its inception. For this and perhaps other reasons, there were hundreds of 
tapers at most Dead concerts, so many that a taper section was created to keep all their 
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microphones out of everyone else’s line of sight. Conversely, there are notably less tapers in 
contemporary music concerts, specifically at Mraz shows and at Dave Matthews Band concerts. 
While interviewing a long-time Mraz taper, I learned that, a few years ago at the coveted annual 
Red Rocks DMB concert, there were eighteen tapers present; this last year there were only three 
(even three seemed a lot to me). Among Mraz’s concertgoers, there are only a handful of people 
who tape frequently because multiple tapers are actually redundant, due to the near perfect 
reproducibility of digital material.24 
 
Presentation of Self at Concert Event 
 
Like Mraz, RKOPers tend to dress casually at concerts, citing jeans, t-shirts, sneakers, 
and tanktops, or as one put it, “everyday casual duds.” One RKOPer did dress up slightly more, 
citing that she would wear jeans, short heels, and a dressy blouse; another noted dressing for 
practicality – “nothing too hot, it’s sweaty in the pit” (35-45 and 25-35, email communication). 
When asked to describe what non-RKOP audience members wear to concerts, many cited casual-
to-nicer wear, as well as hats and Mraz t-shirts. One RKOPer noted, “It varies a lot. I would say 
most people keep it casual, but I’ve definitely been to shows where people really go all out and 
dress up like they’re hitting the clubs. I would say there are often WAY too many pairs of high 
heels in the crowd for a show as danceable as Mraz” (male, 25-35, email communication). 
RKOPers specifically do not wear clothes to concerts that visually mark them as a “Mraz fan.” 
One RKOPer stated that she had read on RKOP that “wearing a concert tee or fedora [was] 
                                                        
24 Though optimal microphone placement is valued by Mraz tapers, having myriad tapers does not seem to be a 
means to this end. In the event that two well-known tapers are present at the same show, and both were already 
planning on taping, they both do so, in case one has technical difficulties. In another instance, one taper stated that 
he would not bring his recording equipment if he knew another specific local taper was there, because that taper’s 
reputation suggested a high quality recording.  
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taboo” (female, 25-35, email communication) perhaps because is more likely to make you look 
like an outsider, rather than a member of the core group.  
There is a parallel to this on RKOP, wherein it is not “cool” to talk about Mraz or his 
music in the RKOP chatroom, wherein real-time conversations take place. Doing so will quickly 
mark one as a “newbie,” and is often discouraged or ignored. The reason for this is unclear, in 
either situation. My suspicion is that the older members (as in, those that have been involved for 
a longer amount of time) have developed relationships that have moved beyond their initial 
shared interest in and love for Mraz’s music. In using RKOP to maintain these relationships, they 
are in a conflict of interest with those that have just come to the board primarily looking for a fan 
base, and not a more complex social experience.  
As with RKOP, where one often arrives because of musical interest but stays because of 
deeper relationships, RKOPers attend concerts as much to be with each other as to hear Mraz’s 
music, sometimes more. The wearing of band shirts and fedoras may mark someone as a person 
who is just there for the concert, and unaware of the underlying togetherness being played out 
during the show.  
 
Geography and Touring with the Band 
 
Barring a select few who have migrated to San Diego, where Mraz lives, long-term 
behavior of “touring with the band” is not common among RKOPers, although the impetus for 
the travel that they do undertake is. In addition to following legs of tours (especially popular is 
the Midwest leg, as there are a cluster of RKOPers who live in and around Chicago), RKOPers 
have been known to travel very long distances, even for a single concert. Some would drive 
thousands of miles in a matter of days, round-trip, more so to be present at a concert they knew 
would be attended by other RKOPers, rather than the concert venue alone. One commented to 
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me, “I’ll choose those shows [in far away cities] over one in a city or country I’ve never been to, 
because I’d rather experience the show with my friends” (female, 25-35, email communication). 
Another noted,  
Once you start making friends online, there’s more impetus to travel to shows to meet your online 
friends.  Then there are the rituals of waiting in line which, if the weather isn’t truly retched, is a 
grand old time with friends and fellow fans.   And if, like me, you don’t usually travel for 
pleasure, you soon discover that seeing lots of new places for short periods of time is rewarding in 
itself.  And getting to know all these different people – fans from around the world – is a 
fascinating opportunity if you’re a people-watcher.  So imagine a weekend reunion with old 
friends in a new town, and add a fantastic live music show at the center of it all.  I’ll ask again… 
why not go?” (female, 35-45, email communication) 
 
Some RKOPers have traveled from the United States or Canada to Europe or Australia to meet 
friends and attend shows. For example, at Galewood’s Oceanside LRC in 2008, RKOPers from 
six countries and twelve states were in attendance. It is both the financial stability (or the 
willingness to spend ones’ money on these travels and little else) of central cohort members, as 
well as their constant relationship-development online, that makes this sort of connection 
possible.  
 
Concert Attendance as Membership Criteria 
 
Of the many ways to become a Deadhead, all shared one common denominator: concert 
attendance (at least, while the band was still performing and Garcia was still alive). Shan Sutton 
writes, “The Dead community developed as a result of experiences shared by people attending 
Grateful Dead concerts. While there was no standard process for becoming a Deadhead, 
attending Grateful Dead concerts and loving Grateful Dead music were the primary methods” 
(2000:111-112). Grushkin also noted this aspect of Deadhead membership: “There are no rules, 
no application forms, and no fees except the price of a concert ticket. What’s important is to go 
to Dead shows, enjoy the music in your own way, and share in a sense of community at a 
Grateful Dead concert” (1983:xi). One could not be an active member of the Grateful Deadheads 
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by just listening to albums and concert recordings – they had to attend and commune with others 
in a physical place.  
 Conversely, one can become a RKOPer without ever having attended a concert, a 
phenomenon engendered by the internet and RKOP. Though most RKOPers will inevitably and 
eventually attend a live concert, and for aforementioned reasons it is ideal to attend, it is not a 
prerequisite to participating in the online RKOP cohort and being an RKOPer. When asked if it 
is possible to be an RKOPer if one has never attended a concert, some RKOPers replied: 
Yes. Especially in the NJMC. Also a fan can experience most of what we see at shows through the 
internet and that leaves plenty to discuss and argue about on the board. (female, 25-35, email 
communication) 
 
You could be but a concert or twenty really enhances the experience. (female, 25-35, email 
communication) 
 
I think you could be. [RKOP is] more than love notes to Jason. If someone responds with kindness 
and humor, they would be accepted and could fit in without even seeing Jason in concert. (female, 
35-45, email communication) 
 
Absolutely, proximity to a venue Jason is playing doesn’t dictate your right to be a part of RKOP. 
There are plenty of active and involved members who simply don’t have the opportunity to see a 
show, be it due to financial or geographical restrictions. That’s part of what’s great about RKOP, 
while I think we’d all agree that seeing Mraz live is fantastic, it’s not a requirement for being 
passionate about his music and your fellow fans. (male, 25-35, email communication) 
 
I think it certainly is, because people can be fans of his music even if they don’t live where he 
plays shows (or they can’t afford to go, which is increasingly an issue as the price of tickets 
continue to go up). There were several very active fans on the board that had never been able to 
attend a show, but were welcomed because they appreciated his music and could comport 
themselves well enough. At this point, there are so many of his live performances available on the 
internet that the only thing a person would be missing from the experience is the actual energy 
exchanged at the event. (female, 35-45, email communication) 
 
Since taping is allowed at most of Mraz’s shows, those who have attended concerts can 
often obtain a physical object representative of those memories shared. While many fans I 
interviewed noted that a main reason they would download a recording of a concert is if it was 
one they attended, they also download concerts they did not attend, usually ascertained by its 
reputation, or recommendation. As members listen to common recordings of concerts that they 
didn’t attend, they begin to build a collective history based on shared experiences, some live and 
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some simply overheard. The meaningful space, co-created within the physical concert setting, is 
held by audience members in both their individual and collective memories, binding them as a 
cohort akin to a “imagined community” (Anderson 2006 [1983]) of other listeners, whether or 
not all of them were at that particular concert. Because of this, it is possible to become 
participate in the RKOP cohort without ever attending a concert, by utilizing digital recordings, 
and participating in the remembering of them through discussions on the online forums. 
Although I did attend a concert before participating in RKOP, I didn’t remember it (discussed in 
chapter 3). When I became involved with RKOP, I did so almost as one who had never been to a 
concert before, yet my growing knowledge of concert recordings allowed me to participate in 
conversations, nonetheless.  
 
Internet Access and Togetherness Online 
 
The New Media Department within Bill Silva Entertainment (Mraz’s management) is 
dedicated to understanding and utilizing these 21st-century networking technologies to reach as 
many listeners as possible, to keep them informed and to get them involved in various aspects of 
Mraz’s career. The head of this department, Philippa Brentnall, first began listening to Mraz in 
Java Joe’s when she was fourteen. She later became one of the two main moderators on the Jason 
Mraz Discussion Board, which led to her position in the New Media Department (also in charge 
of digital marketing and acting as fan liaison).  
According to Brentnall, approximately 170,000 people subscribe to Mraz’s emailing list 
(telephone interview, April 2012). Of those, according to statistics and follow-up techniques, 
approximately twenty percent might actually open the email, and a smaller number of those 
might click on links within the email. The majority of these people on the mailing list might be 
seen as those who have a notable but passive interest in Mraz’s music and career – outliers who 
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are not actively involved in Mraz’s music. But within that group of people is the smaller sample 
that are actively involved, the RKOPers upon which this paper has been based.  
 Many bands today have fan sites, wherein musical information – recordings, setlists, and 
concert videos – are archived and disseminated. Oftentimes, in the case of archive.org, this is a 
one-way street. However, RKOPers have taken RKOP and expanded its use, as a place wherein 
they can experience a sense of togetherness, albeit mediated, outside of the concert experience. 
In the earlier studies of building trust and liking online, one marker used to compensate for lack 
of visual cues is the exchange of information, and this exchanging of information has also served 
as in-road to building RKOP as socially cohesive collective. Baym has noted that “CMC 
relationships may develop into face-to-face relationships, which can then play back into the 
computer-mediated relationships” (1995:158), and this is also prevalent on RKOP. Members join 
to share information about Mraz’s music, but as their trust in each other develops, they begin to 
share more and more information about their personal lives, and thereby making RKOP more 
than just a fan site. As fans meet online, they often travel to meet face-to-face, if only for a day, 
and then continue that relationship online cyclically. Alternatively, the digital distribution and 
shared memories of collective individual experiences of recorded concerts is a cornerstone of the 
RKOPer cohort, making it possible to actively participate without ever leaving your own home.  
 
Experiential Cues in CMC Relationships 
 In chapter 2, I outlined a number of ways in which CMC relationships compensate for the 
lack of richer experiential cues available in F2F interactions. Studies showed that tandem 
development of trust and liking online were directly connected to promptness/frequency of 
communication, acknowledgement, and following through on previous statements. Furthermore, 
people engage in a number of strategies (passive, active, and interactive) in getting to know 
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people online, the last of which is most salient in the ritual sharing of information and the giving 
away something of value. In the remainder of this chapter, I will explore some of the ways in 
which RKOP relationships follow these patterns. 
 When asked to remember their peak activity on RKOP (as it is currently experiencing a 
lull in activity), RKOPers stated that they checked the board anywhere from once a day or so, 
some at least once a day, and others several times a day. “I would visit the forum several times a 
day […] and I would participate in the chat (window) everyday for months on end! I looked 
forward to seeing what was new with Jason, and with the fans on a day to day basis” (female, 25-
35, email communication). The frequency of their board use was as much to see others’ 
responses to their own posts as well: 
I didn’t miss a day checking in at least with the NJMD. It had a huge impact on my life. I didn’t 
feel my day was complete if I hadn’t checked on all the posts I’d previously made, to see what the 
responses had been-and to know what was new with my friends. (And to keep up with the drama 
that occasionally unfolded – never missing a chance to insert a “snarky” comment that only a few 
people would understand. (female, 25-35, email communication) 
 
I used to log in at least once a day to catch up on his appearances, songs etc. as the albums were 
coming together. It used to be so exciting that Jason was getting recognized so I’d jump online to 
chat to people who I knew were as excited as me! (female, 20-25, email communication) 
 
The frequency of their conversations, paired with acknowledgement of their posts by others, 
created an environment wherein posters became more and more invested in the site, and each 
other, both emotionally and in regard to the amount of time they spent posting.  
The strategies of engaging online can be applied to all who interact with RKOP, even the 
ones that are not within the cohort of discussion. Passive strategies, such as observation, can be 
mapped onto those RKOP users who “read-only” the board (a list of stats on the board keeps a 
running tally of members and what are called “stalkers” currently online). Active strategies, 
particularly that of asking questions, is evident in the thousands of RKOP members who have 
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very few posts. Many of them come to the board to ask a question, often about Mraz’s music, but 
don’t necessarily partake in extended conversations, about Mraz or otherwise.  
The final strategy for engaging online – interactive – entails the exchange of information, 
and it is this strategy that is most utilized by RKOPers as they got to know each other. Through 
getting to know each other, they developed friendships with people with whom they shared more 
in common than just music.  
I wanted to meet them because I learned about their daily lives through the posts on RKOP. I grew 
to care about them beyond our common interest in music. I wanted to meet the girl who loved 
bunnies, the one who had an autistic daughter, the IT guy who took a razzing and kept on posting, 
the bubbly one who always had a positive word to say. I felt like I knew these people. […] I think 
the RKOP thread I was a part of knew me better than most people in my family and local 
community. Posting daily and having folks respond to you, ask about you, send you surprises in 
the mail… it felt very intimate. I can’t say I feel that way about church or my master’s program 
co-hort. (female, 35-45, email communication) 
 
I posted in the over-25 thread, and made some great connections. We met for concerts and met 
without concerts. I felt a strong sense of community with the folks on the thread. (Ibid., separate 
interview) 
 
People responded to my posts and became interested in what I was saying, so I made friends with 
those people on RKOP itself and then we’d make it a point to meet up before the shows. I was 
friends with the people who I felt respected me and were friendly with me. Some rkopers were 
snooty towards me and resentful and stayed a way from me (and so I did not care about them). I 
liked the fans with open minds and open hearts. The humble ones who knew they did not have a 
right to the best spot, but felt like they had to line up early for a chance to get it, not just expect 
that they’d get it, no matter when they showed up. (female, 25-35, email communication) 
 
Spending time in discussion threads on the board allowed people to get to know each other, 
sometimes in more intimate ways than meeting people at work or school could, because by 
definition we had at least music in common, and it’s easier to be oneself, or at least the idealized 
version of oneself, online, where no one knows how you look, where you work, etc. This naturally 
flowed into a desire to meet, and it’s also more pleasant to spend the wait in lines for shows with 
friends than alone. (female, 35-45, email communication) 
 
[On RKOP] I just found a lot of great gals and guys in my area […] that liked to meet up for 
concerts, we had a lot in common to begin that included phenomenal personalities/sense of humor. 
We still visit/hang out on Facebook and email. We’re just a whole bunch of soul mates brought 
together by one cool musician. Mraz changes lives, man. (female, 25-35, email communication) 
 
I joined a thread in NJMD called Beeetchweets […] and I became friends with a group of 15-20 
people who regularly posted in there. We shared our experiences with mraz shows, other 
musicians we liked, but largely conversation was around our personal lives and laughing about 
inside jokes. We met as a group in San Diego for the first time in Jan 2007 and made that get 
together an annual thing – having just celebrated our sixth annual MLK weekend. (female, 25-35, 
email communication) 
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I had been a part of DMB’s Warehouse [Dave Matthews’ Band Discussion Board] since 2000, but 
is nothing like this. I’m sure some Warehouse members would disagree, but there was no intimacy 
on Warehouse. I simply stayed active to try to get tickets. The boards go so fast over there. I enjoy 
RKOP so much more. It actually felt like family. (female, 35-45, email communication) 
 
Being a part of the Mraz community has changed my life. This support system that is there 
unconditionally is such a great resource. We’ve helped each other through sickness, deaths, 
financial struggles and triumphs. But, I did notice a significant strain in my marriage in the 
beginning. My husband didn’t understand how I could be so close to people I’ve never met. Now, 
he has met just about every friend that I met and feels like they, too, are a part of my family. He 
isn’t a Mraz fan like we are, but he gets it and the strain is gone. As for other people, well they 
don’t necessarily understand, but I’m ok with that. It is constant source of positivity for me and so 
many. (Ibid., separate interview) 
 
Many of my RKOP friends have been made through file sharing, collecting lesser-known or 
undistributed tracks. [I have traveled across the country to meet RKOPers…] I consider a bunch of 
them my actual friends at this point. (male, 25-35, email communication) 
 
As noted in the last comment, the ritual sharing of information can also entail the sharing 
of song files, which further emphasizes the bonds created through giving away something of 
value. I emphasized earlier that RKOPers stoutly do not share Mraz’s commercial recordings, 
but there are plenty of hard-to-find tracks from days past (often from independent releases) that 
get shared among RKOPers, as well as what have, ironically, been referred to as “unshareable 
songs” or perhaps what the above RKOPer calls “undistributed tracks.” These songs are not 
talked about openly, although I suspect a number of the songs listed in appendix C with a 
“number of times performed” marking of zero fall into this category (some of the zeros have also 
been attributed to songs known to be sung before fans started keeping track of actual set lists). In 
my experience, as I became enculturated further into the RKOP cohort, some RKOPers would 
send me a song (or a collection of songs) with the caveat, “You can’t share this with anybody” 
(having just shared it themselves) or, “Don’t tell Jason where you got this.” It is difficult to tell 
where many of these songs originated, although some were demos Mraz was working on that he 
would share with a friend, which would then trickle down throughout various relationship lines 
within the cohort. I was given these songs, it seems, because I was liked and trusted, because I 
had exchanged enough information to be considered a friend, and someone with whom they 
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wanted to share these recordings that would be highly coveted, were they were not so secret. In 
doing so, each RKOPer was affirming their own status within the cohort, as one privileged to 
possess secret information, as well as upping my own ante, as it were. This happened with 
multiple RKOPers, in isolation from one another, resulting in a collection of songs that could not 
be known about unless you were an initiated member of the cohort. It is therefore difficult to 
assess how prevalent this aspect is with other RKOPers, as it is something that they don’t discuss 
openly, and even with each other there is a level of mystery surrounding this practice.   
 Beyond sharing “unsharable” songs, there are a number of other practices in which 
RKOPers participate that could be understood as the sharing of information that occur on RKOP 
leading up to and following concerts, and during the concerts themselves. When a concert date is 
announced, someone will post a thread in the “Future Show Info, Gatherings, Tickets, and 
Reviews” section of the Mraz Forum. These are titled as Roll Call, with the name and date of the 
concert as well. Anyone can post in the thread that they are going to the concert; they can also 
help each other figure out when tickets are on sale, those familiar with the area or the venue can 
recommend seating, hotel arrangements, or parking, and people who have tickets but need to sell 
them can also post here. Sometimes tickets for several of Mraz’s concerts will go on sale at the 
same time—people will coordinate that Person X will by Y tickets for Z concert, and vice versa, 
so that the best tickets possible may be purchased at one time (and yes, the best seats can sell out 
in five minutes flat). These practices are not exclusively RKOPers’, and it is perhaps in these 
threads that RKOPers and shyer non-RKOPers might initially meet. Once tickets are bought, 
sometimes shared rides or accommodations are arranged in these threads.  
During the concert, RKOPers make what they call “concert calls.” If a friend (usually an 
RKOPer) was unable to attend that concert, and their favorite song comes on, an RKOPer in the 
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venue will call them so that they can listen. This may last just as long as a song, or it can just as 
easily last the entire concert. The phone call is made, and the phone is put in a shirt pocket or 
held in the hand while the present RKOPer participates in the event. On the other end, sometimes 
the distant RKOPer will let the call go to voicemail—so that they will have a recording of the 
song. Or they might put their phone on speaker and sit back in their homes and listen to the 
concert occurring on the other side of the state, country, or even the globe (although, obviously, 
international calls are less common and less lengthy). The distant RKOPer might immediately 
post on RKOP that a certain song was played—a preview of the set list, as it were. Because, rest 
assured, someone is writing down a set list during the concert itself, to be posted to RKOP as 
soon after the concert as is reasonable and possible. During the concert, as participatory as 
RKOPers can be, some are still thinking of their fellow RKOPers that aren’t there, and using 
twenty-first-century technology to bring them closer to the event as possible (though I have less 
direct experience with this, it seems that photos and videos are just as easily sent via smart 
phones, but perhaps it is less practiced because it is too distracting from participation).  
Once the concert is over, the set list is posted (and archived by Koch at cp.org).25 Anyone 
can return to the thread and discuss their personal experience of the concert—or of meeting Mraz 
himself if the occasion arose—but there are also a number of seasoned RKOPers who are 
infamous for their detailed and often humorous concert reviews. They review the music, but also 
Mraz’s personal performance, the band, the interactions, and any number of the things that were 
above discussed as markers of togetherness. Some RKOPers also choreograph group dance 
                                                        
25 Part of the reason why so many archives and lists have been kept and preserved is precisely because RKOPers 
record the information and share it with each other. When www.mrazmerized.com (cp.org’s predecessor) became 
defunct, Koch was able to rebuild the majority of information (with the help of other RKOPers) by sifting through 
old posts, looking for concert information. One RKOPer commented that RKOPers are “some of the most thorough 
fans in tracking down information that I’ve ever seen. It makes other band’s fan sites seem half-baked in 
comparison” (male, 25-35, email communication).  
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moves to specific dances; these might also garner a mention in the review. Finally, if the concert 
was recorded, it will be converted and posted to archive.org (two weeks is the customary time 
period where it is considered rude to bother the taper before that amount of time has passed), 
possibly announced on RKOP, and downloaded and enjoyed by any who wish. This snapshot of 
what happens in and through a Roll Call thread (which, after the show, is called a “Past Show” 
and archived with the others) does not include all the time in the day and night leading up to and 
following the concert, which have been discussed elsewhere. Rather, I hope to show here that the 
internet (and the telephone, to be fair) is instrumental in this rapid and cyclical exchange and 
sharing of information, and that it doesn’t just happen with people when they’re all sitting at 
home with nothing better to do.  
 Lest the reader be left with the impression that RKOPers are all shiny happy people 
holding hands, though, it should be mentioned that, like any social group, there are tensions, 
divisions, and disjunctures—both between RKOPers and newcomers to the board, also known as 
“newbies,” and also among RKOPers themselves. In attempting to when asked to address this, 
several RKOPers wrote the following: 
… you can distinguish relative unknowns/newcomers from well-connected community members. 
The Mraz community functions like any community: you can map the connections between 
people, and the amount of activity they have, and the relative number of connections. But the 
result is a network map, not an organization chart, and people are more likely distinguished by 
being closer to the center or more closely tied rather than on a higher level.  
But let’s not kid ourselves. For some people, everything in life is a competition. Things I’ve seen 
people (try to) compete or brag about include: 
 # of shows attended / farthest distance traveled / number of cities/states/countries 
 [# of shows are often displayed in one’s signature line, and can get quite lengthy] 
 Time spent waiting in line for a GA show / being first in line 
Date of earliest show attended / attendance at early, legendary and/or unique shows, 
including DVD taping(s), live recordings, etc. 
Rare songs / song debuts heard live 
Knowledge of / possession of old, unreleased songs or recordings 
Whether or not you know the band members and crew 
How well you know Jason 
There’s a friendly competition for being the “craziest,” most obsessed or hard-core fan. That kind 
of scorekeeping can grate on the nerves but, in my experience, the network reflects people’s 
involvement and interaction with fellow community members, rather than any of the nonsense 
above. (female, 35-45, email communication) 
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[RKOP] has evolved… certain members leave, new members join. The castes within the 
“community” also seemed to get farther apart from each other (weets versus O-25ers) […] They 
associated with each other less as time went on and each caste generally kept to itself at shows. 
That made me sad. We used to all get along! (female, 25-35, email communication) 
 
In terms of the “RKOP hierarchy,” that has everything to do with the not uncommon 
possessiveness that it seems a lot of long-time, and newer for that matter, fans of Mraz seem to 
exhibit. My interpretation is that many of the fans who have been following Mraz for years see 
him as “theirs” and look down on newer fans as less informed, less familiar with his music and 
less enlightened about what he represents, especially to the long time fans themselves. It’s an 
interesting contrast because on one hand the ideals that Mraz presents in his attitudes and lyrics are 
very much anti-exclusionist and welcoming, directly in contrast to the “die newbie, die” attitude 
that ebbs and flows from RKOP every so often. At the same time though, those feelings are 
brought on by the powerful connection the long-time fans feel to Mraz’s music and message. The 
overall ideals of RKOP certainly seem contradictory to the exclusionist ideals of some, though 
certainly not all, of the RKOP membership. I personally find it funny when people get on the case 
of newer members. With every new album there are going to be new fans clamoring for 
information and desperate to get to know this “new” artist they’ve discovered. Some people 
simply have more patience for dealing with it than others and after having spent a few years 
around RKOP it’s pretty easy to guess the reactions of different members to repeat questions or 
inane threads from new folks. I try to help out new folks whenever I can not necessarily based on 
the community or Mraz’s ideologies, but because I remember being a new member and trying to 
gather information and find recordings without bringing down the wrath of long time RKOPers. 
What I find funny is how much better it’s gotten and yet how offended some [new] people get 
when their thread is locked due to repetition or their question is met with sarcasm. The internet is 
no place for the hyper-sensitive.  
As far as what Mraz and Billy [Galewood] would think of the way RKOP treats new folks, like I 
said I think it’s gotten somewhat better, but I still believe they’d disapprove of the knee jerk 
reaction to shun new folks. They seem to go out of their way to be inclusive and welcoming to any 
and all fans, clearly the healthier attitude, and would be far less likely to look down on a newer fan 
simply because they didn’t know every intimate detail of their lives or hadn’t bothered to use the 
search function on the board. (male, 25-35, email communication) 
 
As may be gleaned from the above, beyond the (real and imagined) tensions between RKOP’s 
two main subcohorts (mentioned in chapter 3), it can be difficult for newcomers to the board to 
feel welcome, depending on how and where they start. There is an etiquette to board 
participation, most of which can be learned from reading the Frequently Asked Questions and 
the instructions to use the search function before starting a new thread (to keep the board tidy), 
with the warning that duplicate threads will be locked and spam will be removed. On the other 
hand, there are things that one only learns by doing, and there are some threads that, if a newbie 
posts in it blindly and without being known/introduced, they will simply be ignored. As I 
mentioned in my own experience, I read for several weeks before posting on RKOP—some 
  110 
people wait for years. It seemed best to wait until I had something worth saying. Several times, 
I’ve seen people who will make their first post by saying, “I’ve been a lurker [observer] on the 
board for years, and am only posting now for reason X.” But, naturally, many people come to the 
board purely as a fan, and sometimes in their excitement they trip over themselves in the door, 
and are treated accordingly. As the last RKOPer above noted, some RKOPers treatment of 
newcomers is counterintuitive to the inclusiveness that Mraz and his listeners so astutely 
espouse, though the reasons for this are not within the scope of this paper.  
If anything, RKOPers seem to be protective of the relationships that they’ve developed, 
and as mentioned before, RKOP now (or at least then) functions for them differently than more 
passive fan users. So be it. RKOPers are generally also quite protective of Mraz, and not only 
stand up for him (or bite back, as the case may be) when another person bashes him on RKOP, 
but deter people from discussing or questioning his personal life, whether as a matter of fact or 
curiosity. One way this manifests is most amusing. There are a number of topics that are “not 
appropriate” in this way, including speculating whether or not he is gay, asking about when he 
was married, prying to find out who he might be currently dating, or criticizing his “Landmark 
Phase.”26 Rather than simply ignoring the almost-always-newbie, lest other newbies join in on 
the speculation, RKOPers will suddenly find the topic of cheese (or another equally arbitrary 
subject) to be the most pertinent to discuss, within the thread in question. Normally, if a thread is 
started on a specific topic, then to change the subject like this would be considered highjacking 
the thread, and it is, but they do it anyway. They continue talking about cheese to each other until 
the original thread-starter leaves in confusion. These, and other aspects of board etiquette, are 
usually learned over time. And, although there is overlap of strong friendships between the two                                                         
26 Mraz’s “Landmark Phase” was when he was involved with The Landmark Foundation, a school of thought whose 
methods were questioned by a number of RKOPers. They may have had their personal doubts, but from what I 
understand they deterred criticism on RKOP about it publicly.  
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sub-cohorts, many of the strongest ties seem to lie within each one (this may be a matter of 
individual personalities being predisposed or ill-equipped to click with other personalities, or 
even a question of quantity—that the RKOPer group of fifty-or-so would cluster into two 
overlapping groups of twenty-five-or-so is not impossible to understand). By and large, though, 
in concert and online, most RKOPers appear to get along fairly well with most other RKOPers, 
even if they focus their energies on specific members.  
 Many of the RKOPers in this study are no longer as active on RKOP (though they may 
still check in from time to time), but they frequently cite that they use other forms of 
communication (Facebook, Twitter, texting, etc.) to keep in frequent contact with friends made 
regularly on RKOP. Some reasons for this decline may include the fact that 
…other social media has cropped up [and] people have sort of spread out and the conversations 
tend to be more limited. Plus they’ve had issues with some spammers and trolls in recent years [as 
well as advertisements] that has cut down on some of the activity as people get fed up. It’s still a 
great place to get information and share experiences, especially in the show threads, but it doesn’t 
have the buzz of activity it did [in the past]. (male, 25-35, email communication) 
 
RKOP has been pretty quiet. At the moment there’s an active political troll. He used to pester the 
regular commenters on [Mraz’s blog], I’m told, but seems to have found a new home at RKOP. I 
think it will be interesting to see to what extent RKOP recovers when there’s a new album. 
(female, 35-45, instant message conversation) 
 
The reason that RKOP is primarily different from social network sites like Facebook, however, is 
the centrality of a common interest. Facebook starts with the individual, and branches out into 
their social network, whereas one would go to RKOP because of an personal interest, and then 
initiate relationships from there. Though the relationships developed during the peak time of this 
study are still strong and maintained, it is will be interesting to see if and how future, similar 
relationships develop from here. Mraz’s recent website remodel allowed for places for his 
journals (previously posted in other places) and a “community” forum area, centralizing two key 
interests of the RKOP cohort (see postscript for a more detailed explanation). It may be that the 
new iterations of relationships with develop there instead.  
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CHAPTER 8 
 
CONCLUSION 
 
 In chapter 1, I joined René Lysloff in asking what online social networks or collectives 
do and mean for their members. Using Mraz and his RKOPers as a case study, I proposed that 
the combination of Mraz’s music (itself, and when realized in concert performances and 
recordings) and his persona (on stage and via myriad audiovisual communications) promoted 
certain values and experiences centered around participatory music practice that attracted those 
that I know call RKOPers. These RKOPers, with Mraz, navigate the internet as a vehicle through 
which to maintain and cultivate togetherness, in a dialogic relationship with the concert event. 
Chapter 2 focused on fleshing out the way this togetherness is co-authored through the flow and  
play of performance, and how internet users might begin to translate these phenomena into their 
online experiences. After explicating the specific websites and their users (chapter 3), I then 
focused on Mraz as a person and as a persona (chapter 4), especially investigating his use of play 
in constructing reality, and reconciling the contradictions that may result. In chapter 5, I showed 
that Mraz’s music first and foremost is attractive to a broad cosmopolitan audience because of its 
flexibility and novelty, and secondly that Mraz uses that flexibility to return the music to “the 
local” via various localizing techniques. The chapter that followed (chapter 6) further 
investigated how Mraz and his audience members (or listeners at home) might use that localized 
event as a mode of play, flow, and transformation, leading to togetherness. Finally, in chapter 7, I 
addressed how RKOPers strategically recreate togetherness (or fail to) as a cultural cohort, both 
in concert and online. When asking what RKOP does and means for its members, we might point 
to this togetherness, when successful, as a primary answer. 
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Originally as fans, RKOPers may have been initially attracted to Mraz’s music alone, but 
further involvement on RKOP and being influenced by Mraz’s mastery of participatory 
practices, playfulness, and informality (whether via live concerts, concert recordings, blogs, or 
vlogs) invite listeners into a space of intimate togetherness. That is not to say that they do not or 
cannot also experience togetherness on a local level, but that this kind of togetherness may be 
just as attractive as more traditional ones.27 Furthermore, using the internet allowed them to 
maintain semblances of this togetherness via RKOP and other venues. In effect, the practices of 
RKOPers index and reinforce the experience of values of togetherness as experienced through 
Mraz’s persona, music, and concert events. RKOP is further a vehicle that allows for a multi-
faceted interactivity online (more so than the early Deadhead emails, but less than face-to-face 
communications), and because of the speed of interaction, relative amount of information 
available, and the ease of frequent access, the strength of these indices remains compelling and 
regenerative. 
RKOP itself is just one node a complex social network that exists both on- and offline, 
and in studying the ways that RKOPers have adapted internet use to suit their needs, it is worth 
remembering that in doing so, they may also adopt new media to the degree that RKOP no 
longer serves their needs. When the media becomes outdated or difficult to use (compare not 
only the look and feel of RKOP to newer media sites like Facebook or even the Mraz website 
discussed in the postscript, and consider also the unattractive prevalence of ads and “trolls” on 
RKOP today), internet-users, RKOPers included, adopt new modes of communication, as can 
already be seen through their use of these newer media. This brings to light both the transitory 
yet sustainable possibilities within such online social collectives—because the site itself is a                                                         
27 Most RKOPers seem to be involved in both online and face-to-face cohorts, though RKOP is usually the one they 
are most involved with digitally. On a local level, they are also involved in religious cohorts, occupational cohorts, 
and cohorts surrounding hobbies.  
  114 
vehicle for, not the cause of, interconnectivity, its continuity is not essential to the continuity of 
the relationships developed therein.  
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POSTSCRIPT 
 One of the most difficult aspects of the final revisions of this thesis was to focus on 
RKOP as it was during its peak period, and to not get swept away by the information and 
changes arriving with the new album that will be released almost the same day as I will deposit 
my thesis. There are, however, two things worth reporting on as this work comes to a close: 
changes in Mraz’s ticketing policy and website, both of which reflect an awareness and desire to 
further cultivate the online relationships discussed throughout this thesis (as well as raise money 
and awareness for the Foundation). The ticketing policy was announced on Mraz’s website in the 
early April 2012: 
Jason Mraz is excited to announce his “Tour is a Four Letter Word” North American Tour. In an 
effort to make sure his fans get first access to tickets and to the best seats at the affordable prices 
that Jason has set, we are implementing new ticketing practices. Many of the venues on the tour 
will utilize Paperless Ticketing for the seats closest to the stage that are most commonly resold at 
extravagant premiums by scalpers. For these seats only, instead of receiving tickets before the 
event, the credit card used to make the purchase will serve as your ticket. If you bought the 
ticket(s), you’ll have to present your credit card upon entry to the venue and you will have to 
accompany your guest(s). Paperless tickets are only transferable using Ticketmaster 
TicketExchange where tickets can only be sold at no more than 20% above the face value of the 
ticket. It is very important to review all the policies of Paperless Ticketing before completing your 
purchase – details and a helpful FAQ can be found [hyperlink]. Even in the venues where 
Paperless Ticketing is utilized, regular tickets will still be available for purchase, but the locations 
of those seats will be further from the stage. Additionally, there will be some restrictions on the 
number of tickets you’re allowed to purchase, so be sure to read everything carefully! 
 
In some venues where we play there is an existing subscription ticket system in place. We have 
worked closely with these venues to get their promise that the seats sold on subscription that fall 
into our Paperless Ticketing prime areas will be restricted from transfer and will require the season 
ticketholders to pick them up at the box office on the night of the show and immediately enter the 
venue. We apologize for any inconvenience to these fans also, and thank them for helping us try to 
implement a fair system for distributing tickets at a reasonable price for all interested fans. 
 
Finally, there will be a one-time opportunity for each show to support the Jason Mraz Foundation. 
We will set aside 20 packages supporting the Foundation that will be available on 
www.jasonmraz.com/vippackages for $250. Each package will include one front row ticket*, a 
pre-show meet & greet with Jason, and a special gift bag. This money will go directly to the 
Foundation to support its work. These tickets are limited to 2 per person or household and must be 
picked up at the box office by the person who purchased them. 
 
*Ticket will be in front row in most venues. In some markets where 20 front row seats are not 
available, other arrangements for premium seating have been made. Please check the description 
on each ticket page. 
  116 
Nothing means more to Jason than YOU, his fans, and he wants the best seats to go directly to 
YOU and not to scalpers. These new policies are meant to ensure that you’re given the best seats 
and the best experience at the prices set for the tour, not at inflated prices. Enjoy the show!  
(Mraz 2012b) 
 
In a phone interview, Philippa Brentnall of Bill Silva Management and in charge of new media, 
digital marketing, and fan relations stated that Mraz and his company are attempting to keep 
prices affordable, despite the fact that he is playing larger and larger venues, which goes hand in 
hand with ensuring that the tickets end up in the hands of the fans, and not scalpers. (Although 
this was not part of the earlier discussion in chapter 4, scalp ticket prices are considerably steeper 
than the original price—often in the hundreds-of-dollars range.) 
 Brentnall, a long-time moderator and administrator of RKOP, was also the key developer 
of the “Community” section of Mraz’s website, which was launched in November of last year. In 
our interview, she said that this development was not an intention to replace RKOP so much as it 
is an acknowledgment of the potential that Mraz and RKOPers have shown for interconnectivity 
via the web. Brentnall acknowledged that RKOP isn’t as active as before, explaining that it was 
initiated not only before Myspace and Facebook, but before Mraz didn’t even have his own 
website, and that, once he did get one, it didn’t have a “community aspect.” “The landscape of 
online communication has changed a lot,” and that Mraz’s website’s community section entails 
an “overall integration that we couldn’t really do through RKOP,” such as RSVPing to events (in 
ways shown below). “It’s more like Facebook, with the ‘timeline’ aspect,” and is more 
accessible to the fan who might come to Mraz’s website but doesn’t make it all the way over to 
RKOP. “This allows us to recognize a larger community of fans that are not going to find RKOP 
or they’re not going to connect in the same way,” she said. Not only can Mraz’s management 
more directly communicate news and updates with the fans in ways for which RKOP was not 
really designed, but they can also “cultivate more feedback [from fans] in a more easily 
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accessible way.” The Community Area, and website in general, at first glance, is indeed more 
like Facebook, both of which look like websites designed in the latter half of the first decade of 
this millennium. RKOP, on the other hand, beyond the fact that it’s littered with advertisements 
and doesn’t handle photographs—much less videos—very well, looks like it has barely changed 
since 2002.  
Especially of note is the tour section of Mraz’s new website, which members can use to 
communicate with each other about upcoming shows. It serves many of the same functions as the 
Roll Call threads on RKOP, but with a sleeker look and a multi-media friendly platform. Within 
it, one can RSVP for a concert, and even post on one’s own Twitter or Facebook account that 
they are attending (see figure 3 for more details). One can click on the map icon for directions, 
see who else is going, and afterwards post photos and videos.  
Recall the comparison in chapter 3 between websites started by users/fans/hobbyists 
themselves, versus companies selling a product. The recent changes in Mraz’s website create a 
space in which commerce and community might come together, but its success can only be 
assessed over time. Just as it will be interesting to see how RKOP behaves once the new album is 
released, so, too, will it be worth watching how RKOP and the Community section of Mraz’s 
website both fare in tandem. So far, it is not clear how easily the same sorts of conversations that 
happen on RKOP might find a home on the new site, but that is yet to be seen. Nonetheless, in 
gearing their online attention to better reach Mraz fans and connect them with each other, Bill 
Silva Management is also creating a more direct avenue through which fans can make their 
desires or preferences known. As Brentnall said, part of the inspiration for the design was to 
cultivate more immediate feedback from the fans—which has the potential to greatly benefit all 
parties involved. 
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 A future look back on this current transitory period—both with Mraz shifting from being 
in the studio to being on tour, and with the state of RKOP versus the changes on Mraz’s 
website—may reveal further information about the ways in which social practices online become 
codified or modified. Mraz recently announced many of the dates and locations for his upcoming 
tour to promote the album, Love is a Four Letter Word. Pre-sale fan tickets (which is even earlier 
than the general pre-sale) for his concerts in Indianapolis and Chicago (in September of this 
year) went on sale on Monday, April 9th, at 10 a.m. In the hour or so preceding the sale, 
RKOPers were posting comments on their Facebook pages, stating that they were sitting at their 
computers, ready for presale, and instructing other RKOPers to check in to discuss what kind of 
seats they managed to buy. This is exactly the sort of thing that would normally take place in the 
RKOP roll call thread. Two days later, I checked the “Future Shows Forum.” Not only has a Roll 
Call thread yet to be made for the Indianapolis show, but the Chicago concert thread had only 
one post in it, a relatively new user (based on her number of posts), stating, “So just me at this 
one then?” This is especially interesting since Chicago and the Midwest area is home to three-or-
more once-active RKOPers, yet their version of Roll Call took place on their Facebook pages 
with people they already knew. (The good news is that the lone poster mentioned above was 
responded to by another new poster, who stated that she would also be at the show, and it was 
her first time in Chicago.) Compare this to the “Tour” section of Mraz’s website, where, two 
days after the presale, eighteen members had already confirmed that they would be attending the 
concert (at least one of which I recognize as an RKOPer, but most of the screen names were 
unfamiliar).  
These examples of crossed wires and miscommunications show that though RKOP was 
once a lively site for togetherness, it is not currently so. However, as I have argued that the 
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internet is one mode of connectivity, and RKOP only one site among many, I believe that those 
that are seeking togetherness in these and other ways will eventually find, or in fact create it 
again. 
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Figure 3.  Sample of Past Concert on www.jasonmraz.com. 
 
From http://jasonmraz.com/tour/2011/121911-carpenter-theater/. Used with permission. Accessed April 7, 2012. 
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04/17/03 “Check Yourself.” Message from Mraz to RKOP. http://rightkindofphrase. 
yuku.com/topic/1324/check-yourself-4-17-03. Last accessed April 9, 2012. 
 
04/24/03 “loving to live in the moment.” Jm.com. Accessible at http://rightkindofphrase 
.yuku.com/topic/835/Journal-4-24-03-loving-to-live-in-the-moment. Last 
accessed April 9, 2012. 
 
05/13/03 “rub my face, scratch my eye, say ahhhhhh.” Jm.com. Accessible at 
http://rightkindofphrase.yuku.com/topic/834/Journal-5-13-03-rub-my-face-
scratch-my-eye. Last accessed April 9, 2012. 
 
06/17/03 “what am I thinking?” Jm.com. Accessible at http://rightkindofphrase.yuku.com/ 
topic/832/Journal-6-17-03-what-am-i-thinking. Last accessed April 9, 2012.  
 
11/19/03 “Dear Celine, Your kiss is on my list.” Jm.com. Accessible at 
http://rightkindofphrase.yuku.com/topic/813/Journal-11-19-03-Dear-Celine-Your-
kiss-is-on-my-List. Last accessed April 9, 2012. 
 
12/17/03  “Celebrities invented guacamole.” Jm.com. Accessible at 
http://rightkindofphrase.yuku.com/topic/808. Last accessed April 9, 2012. 
 
03/21/04  “The best day ever!” Jm.com. Accessible at 
http://rightkindofphrase.yuku.com/topic/798/Journal-3-21-04-The-best-day-ever. 
Last accessed April 9, 2012. 
 
04/20/04 “original curbside prophet – 4.20.04.” Message from Mraz to RKOP. Accessible 
at http://rightkindofphrase.yuku.com/topic/1310. Last accessed April 9, 2012. 
 
05/14/04 No title. Jm.com. Accessible at http://rightkindofphrase.yuku.com/topic/ 
793/Journal-5-14-04-Untitled. Last accessed April 9, 2012. 
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07/08/04 “do I visit the bored?” Message from Mraz to RKOP. Accessible at 
http://rightkindofphrase.yuku.com/topic/1321/do-i-visit-the-bored-7-8-04. 
 Last accessed April 9, 2012. 
 
09/06/04 “Life is Gorgeous.” Jm.com. Accessible at http://rightkindofphrase.yuku.com/ 
topic/780/Journal-9-6-04-Life-is-Gorgeous. Last accessed April 9, 2012. 
 
10/24/04  “I heart New York.” Jm.com. Accessible at http://rightkindofphrase.yuku.com/ 
topic/771/Journal-10-24-04-I-heart-New-York. Last accessed April 9, 2012. 
 
04/26/05 “Mr. A-Z sneak peak #3.” Message from Mraz to RKOP. Accessible at 
http:rightkindofphrase.yuku.com/topic/1317. Last accessed April 9, 2012. 
 
04/28/05 “Make Mine a Vienna Sausage.” Jm.com. Accessible at 
http://rightkindofphrase.yuku.com/topic/752/Journal-4-28-05-Make-mine-a-
Vienna-sausage. Last accessed April 9, 2012. 
 
07/09/05 “pain killers make you constipated.” Message from Mraz to RKOP. 
http://rightkindofphrase.yuku.com/topic/1284/pain-killers-make-you-constipated-
07-09-05. Last accessed April 9, 2012. 
 
09/05/05 “Little. Purple. Different.” Jm.com. Accessible at 
http://rightkindofphrase.yuku.com/topic/738/Journal-9-5-05-Little-Purple-
Different. Last accessed April 9, 2012. 
 
02/13/06 “I’ve been Runed.” Jm.com. Accessible at http://rightkindofphrase.yuku.com/ 
topic/728/Journal-2-13-06-I-ve-been-Runed. Last accessed April 9, 2012. 
 
05/26/06 “Staying Fresh with the Natural Resource Defense Council!!!” Jm.com. 
Accessible at http://rightkindofphrase.yuku.com/topic/714. Last accessed April 9, 
2012. 
 
06/02/06 “Vee ver dviving vay too vast…” Jm.com. Accessible at 
http://rightkindofphrase.yuku.com/topic/713/Journal-6-2-06-Vee-ver-driving-vay-
to-vast. Last accessed April 9, 2012. 
 
07/27/06 “A White Boy in a Seoul Train Line.” Jm.com. Accessible at 
http://rightkindofphrase.yuku.com/topic/706/Blog-7-27-06-A-white-boy-in-a-
Seoul-Train-line. Last accessed April 9, 2012. 
 
11/08/06 “Which Came First: The Electrocution or the Dropsies?” Jm.com. Accessible at 
http://rightkindofphrase.yuku.com/topic/696/Journal-11-8-06-Which-came-first. 
Last accessed April 9, 2012. 
 
01/16/07 “What a Beautiful Parking Lot We Live In!” Jm.com. Accessible at 
http://rightkindofphrase.yuku.com/topic/690/Journal-1-16-07-What-a-beautiful-
  129 
Parking-lot. Last accessed April 9, 2012. 
 
02/04/07  “Fingerbang Me With A Michael Jackson Glove.” Jm.com. 
http://rightkindofphrase.yuku.com/topic/688/Journal-2-4-07-Fingerbang- 
me-with-a. Last accessed April 9, 2012. 
 
07/01/07 “Wikipedians, Leaf Beef, & Sunsets in Sweden.” Jm.com. Accessible at 
  http://rightkindofphrase.yuku.com/topic/678. Last accessed April 9, 2012. 
 
12/24/07 “Christmas is a Sirius Subject.” FF5000. Accessible at 
http://rightkindofphrase.yuku.com/topic/2509/Blog-12-24-07-Christmas-is-a-
Sirius-Subject. Last accessed April 9, 2012. 
 
05/13/08 “They’re Yours.” FF5000. Accessible at http://rightkindofphrase.yuku.com/ 
topic/3002/5-13-08-They-re-Yours. Last accessed April 9, 2012. 
 
09/11/08 “Om. Aum. Um. Amen.” FF5000. Accessible at 
http://rightkindofphrase.yuku.com/topic/3461/Om-Aum-Um-Amen-September-
11-2008. Last accessed April 9, 2012. 
 
10/02/08 “a change IS going to come.” FF5000. Accessible at 
http://rightkindofphrase.yuku.com/topic/3525/a-change-IS-going-to-come. Last 
accessed April 9, 2012. 
 
02/03/09 “Seeds Sewn.” FF5000. Accessible at http://rightkindofphrase.yuku.com/topic/ 
3966/Seeds-Sewn. Last accessed April 9, 2012. 
 
07/20/09 “12 More Answers to 12 Twitter’s Questions.” FF5000. Accessible at 
http://rightkindofphrase.yuku.com/topic/4540/12-more-Answers-to-12-Twitters-
Questions-July-20-2009. Last accessed April 9, 2012. 
 
07/27/09 “The Further Adventures of: 12 Answers to 12 Tweeter’s Q’s.” FF5000.  
Accessible at http://rightkindofphrase.yuku.com/topic/4566/The-Further-
Adventures-of-12-Answers-to-12-Tweeters-Q-s. Last accessed April 9, 2012. 
 
08/03/09 “12 Tweeters Seek 12 Answers: Part IV.” FF5000. Accessible at 
http://rightkindofphrase.yuku.com/topic/4595/12-Tweeters-Seek-12-Answers-
Part-IV-Monday-August-3-2009. Last accessed April 9, 2012. 
 
10/13/09 “12 x 12 = 144 = 9.” FF5000. Accessible at http://rightkindofphrase.yuku.com/ 
topic/4821/12-x-12-144-9. Last accessed April 9, 2012. 
 
01/10/10 “Alone at the Crowded 10 Hour Table.” FF5000. Accessible at 
http://rightkindofphrase.yuku.com/topic/4981/alone-at-the-crowded-10-hour-
table. Last accessed April 9, 2012. 
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02/04/10 “What & Why I Wore.” FF5000. Accessible at 
http://rightkindofphrase.yuku.com/topic/5015/What-Why-I-Wore. Last accessed 
April 9, 2012. 
 
04/07/10 “How to Make Peace, Brother.” FF5000. Accessible at 
http://rightkindofphrase.yuku.com/topic/5100/How-to-Make-Peace-Brother. Last 
accessed April 9, 2012. 
 
08/11/10 “Mountain Giddy via Gardermoen.” FF5000. Accessible at 
http://rightkindofphrase.yuku.com/topic/5350/Mountain-Giddy-via-Gardermoen. 
Last accessed April 9, 2012. 
 
09/21/10 “The More You Know.” FF5000. Accessible at 
http://rightkindofphrase.yuku.com/topic/5396/The-More-You-Know. Last 
accessed April 9, 2012. 
 
02/16/11 “The Word F.” FF5000. Accessible at http://rightkindofphrase.yuku.com/topic/ 
5756/The-Word-F. Last accessed April 9, 2012. 
 
09/22/11 “New Album Teaser” Thread, page 16, post 314, post by eroplos. 
http://rightkindofphrase.yuku.com/topic/5694/NEW-ALBUM-TEASER?page=16 
Accessed November 2, 2011. 
 
11/22/11 “Tourism 101.” Accessible at http://jasonmraz.com/journal/2011/tourism-101/.  
  Last accessed April 9, 2012. 
 
 
Audio Recordings of Live Concerts 
 
10/18/00 Java Joe’s. Ocean Beach, CA. Accessible at  
  http://www.archive.org/details/jmraz2000-10-18.shnf 
 
06/05/01 The Coffee House. Los Angeles, California. 
  Accessible at http://archive.org/details/jmraz2001-06-05.sbd.shnf. 
 
11/23/01 Java Joes. Ocean Beach, California. Accessible at  
  http://archive.org/details/jmraz2001-11-23.shnf. 
 
04/20/02 Java Joes. Ocean Beach, California. Accessible at 
http://archive.org/details/jmraz2002-04-20.shnf. 
 
06/27/02 Java Joes. Ocean Beach, California. Accessible at  
http://archive.org/details/jmraz2002-06-27.flac16. 
 
08/29/02 Java Joes. Ocean Beach, California. Accessible at  
  http://archive.org/details/jmraz2002-08-29.shnf 
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01/15/03 Schuba’s Tavern, 2nd Show. Chicago, Illinois. Accessible at 
http://www.archive.org/details/jm2003-01-15.shnf 
 
03/24/03  House of Blues. Anaheim, California. Accessible at 
http://www.archive.org/details/jmraz2003-03-24.at831.shnf. 
 
11/28/03  Florida Theater, Jacksonville, Florida. Accessible at 
http://www.archive.org/details/mraz2003-11-28.c42mp.shnf. 
 
05/21/04 The Tower Theater. Upper Darby, Pennsylvania. 
  Accessible at http://archive.org/details/mraz2004-05-21.m210.shnf. 
 
06/20/04  Copley Symphony Hall. San Diego, California. Accessible at 
http://www.archive.org/details/jmraz2004-06-20.mc012.shnf. 
 
03/22/05  Marian College Civic Theater. Indianapolis, Indiana. Accessible at 
http://www.archive.org/details/jmraz2005-03-22.flac16. 
 
10/17/05 Lincoln Center. New York, New York.  
From the personal collection of Cat Bramhall.  
 
03/22/06  Manchester Lane. Melbourne, Australia. Accessible at 
http://www.archive.org/details/jmraz2006-03-22.FLAC. 
 
05/19/06 DePaul University. Chicago, Illinois. Accessible at 
  http://archive.org/details/jmraz2006-05-19.sbd.shnf. 
 
07/16/06 Montbleu Casino. Lake Tahoe, Nevada. Accessible  
  at http://archive.org/details/jm2006-07-16.mz-rh910.flac16. 
 
08/01/06 The Tivoli. Brisbane, Australia. Accessible at 
  http://archive.org/details/jmraz2006-08-01.m1290.flac. 
 
08/06/06 Jive. Adelaide, Australia. Accessible at 
  http://archive.org/details/jmraz2006-08-06.M1290.FLAC. 
 
08/07/06  Prince of Wales Hotel. Melbourne, Australia. Accessible at 
http://www.archive.org/details/jmraz2006-08-07.m1290.flac. 
 
10/21/06 Keystone Arena. Kutztown University. Kutztown, Pennsylvania. Accessible at 
http://archive.org/details/jasonmraz2006-10-21.mbho-ka200as.r4.flac16. 
 
07/15/07 Dagmar’s backyard. Ootmarsum, The Netherlands.  
  Accessible at http://archive.org/details/Mraz2007-07-15.jm2007-07-15. 
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08/06/07  Cafe Dachkammer. Berlin, Germany. Accessible at 
http://www.archive.org/details/mraz2007-08-06. 
 
02/27/10 Cord Progression Benefit Concert for Life Rolls On. 
Long Beach Terrace Theater, Long Beach, California. Accessible at 
http://archive.org/details/jmraz2010-02-27.H4n. 
 
09/12/10 Life is Good Festival. Canton, Massachusetts.  
  Accessible at http://archive.org/details/jmraz2010-09-12.akg393.flac16. 
 
03/11/11 Linksoul Lab. Oceanside, California. Accessible at 
  http://archive.org/details/jmraz2011-03-11.matrix.flac16. 
 
07/03/11 Mystic Lake Casino. Prior Lake, Minnesota.  
  Accessible at http://archive.org/details/jmraz2011-03-11.matrix.flac16. 
 
09/14/11 Emile’s LRC (Show for Fans). Utrecht, The Netherlands. Accessible at 
http://archive.org/details/jmraz2011-09-14.flac16. 
 
 
Video 
  
06/27/02 Jason Mraz – 05 – Creed Impersonation – Java Joes. Uncle Crispy Video posted 
10/04/06. http://www.youtube.com/watch?v=9nk0OmxtVio. Accessed 05/13/08. 
 
03/24/03 Video of “Curbside Prophet.” Produced by Uncle Crispy Productions. House of 
Blues, Anaheim, California. Accessible at 
http://www.unclecrispy.com/media.php?cat=JasonMraz&sub=03.24.03&t=7 
 
12/—/04  “Gypsy MC” Music video created by Jason Mraz. Originally posted on 
www.jasonmraz.com. No longer accessible. Accessible at 
http://www.youtube.com/watch?v=LkFYs6vqkFE. 
 
08/06/07  Audience video of the “Say Anything Game.” Cafe Dachkammer, Berlin, 
Germany. Accessible at http://www.youtube.com/watch?v=R_v385cUU9Q. 
 
07/09/07  “Jason Mraz ft. Bushwalla Freestyle.” Video filmed outside the Paradiso, 
Amsterdam, The Netherlands. Accessible at 
http://www.youtube.com/watch?v=16QKicl_ztM. 
 
07/14/07 “Jason Mraz – Gypsy MC/Ain’t Got No Dope @ North Sea Jazz.” Accessible at  
  http://www.youtube.com/watch?v=wVyx670_fW4.  
 
07/15/07  Audience video of Jason Mraz Garden Party in Ootmarsum, The Netherlands. 
Video (Mraz gathering phrases) accessible at 
http://www.youtube.com/watch?v=IYxenVtvTPQ&feature=related. Video of the 
  133 
resulting song accessible at 
http://www.youtube.com/watch?v=ygGZTOjUXWQ&feature=related. 
 
07/19/07  “Les Concerts à Emporter de la Blogothèque: Jason Mraz.” Filmed in Paris. 
Accessible at http://www.blogotheque.net/article.php3?id_article=3664. 
 
05/18/10  OfficialJasonMraz YouTube Channel. “Special Video from Jason Mraz.”  
  http://www.youtube.com/watch?v=fjPWjoLVrC4&feature=player_embedded.  
  Interviewed on a prior date, uploaded on 05/18/10. Accessed May 21, 2010. 
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APPENDIX A: DISCOGRAPHY 
 
Includes: EPs, full-length and live albums. Does not include: singles, imports, and guest 
appearances. For full-length discography, consult http://www.commonpleasure.org/page.php?3. 
 
1999. A Jason Mraz Demonstration. Independently released. 4-track and 8-track versions.  
 
2001. Rhythm Café Live #1.  (Released July 8). Independently released.  
 
——. Rhythm Café Live #2.  (Released September 16). Independently released.  
 
——. E minor EP in F. (Released August 25). Independently released.  
 
——. Live. (Released August 30). Independently released.  
 
——. From the Cutting Room Floor. (Released August 30). Independently released.  
 
——. Rhythm Café Live #3.  (Released December 16). Independently released.  
 
2002. Sold Out (In Stereo). Independently released.  
 
——. Waiting For My Rocket to Come. Elektra Entertainment Group, Inc. CD 62829-2.  
[LP also available.] 
 
2004. Tonight, Not Again: Jason Mraz Live at the Eagles Ballroom. Filmed on October 28, 2003, 
in Milwaukee, Wisconsin. Elektra Entertainment Group, Inc. CD and DVD 62936-2. 
 
2005. Wordplay EP. Appears to be a digital download only. Further information unavailable.  
 
——. Mr. A-Z. Atlantic Recording Corporation. Two main versions: CD 83833-2. CD/DVD 
Dual Disc Limited Edition 83776-2. [Also available as LP or digital download.] 
 
——. Extra Credit EP. Atlantic Recording Corporation. Pressed CDs are rare; largely a free 
digital download. Further information unavailable.  
 
2006. Geekin’ Out Across the Galaxy. Atlantic Recording Corporation. Live selections from 
2005 tour. Digital download.  
 
2007. Selections for Friends. Atlantic Recording Corporation. Digital download.  
 
2008. We Sing (EP). Atlantic Recording Corporation. Preorder special with acoustic/live versions 
of upcoming album’s tunes. CD 448316-2. 
 
——. We Dance (EP). Atlantic Recording Corporation. Preorder special with acoustic/live 
versions of upcoming album’s tunes. CD 448380-2.  
 
  135 
——. We Steal Things (EP). Atlantic Recording Corporation. Preorder special with acoustic 
versions of upcoming album’s tunes. Simple cardboard sleeve with drawing of Mraz’s 
face stamped on front; CD is burned with Mraz’s name and title handwritten in Sharpie 
marker.  
 
——. We Sing, We Dance, We Steal Things. Atlantic Recording Corporation. Two main 
versions: CD 448508-2 and 2-CD (album plus EPs)/DVD (songs plus Here We Are 
Documentary) 516492-2. [Also available as LP or digital download.] 
 
2008. Introducing… Jason Mraz (EP). Atlantic Recording Corporation. Further information 
unavailable.  
 
2009. Jason Mraz’s Beautiful Mess—Live on Earth. Atlantic Recording Corporation. Filmed on 
August 13th, at Charter One Pavilion in Chicago, Illinois. CD and DVD 520745-2.  
 
——. Yours Truly: The I’m Yours Collection (EP). Atlantic Recording Corporation. Digital 
download. 
 
2010. Life is Good (EP). Atlantic Recording Corporation. Live selections. Digital download. 
 
2012. Live is a Four Letter Word (EP). Atlantic Recording Corporation. Live selections. Digital 
download.  
 
—— (forthcoming). Love is a Four Letter Word. Atlantic Recording Corporation. Will be 
available as CD or digital download; packaged with a number of singles, demos, and 
special merchandise.  
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APPENDIX B: CONCERTS AVAILABLE ON ARCHIVE.ORG 
 
This is a listing of concerts available for download on archive.org as of early September 
2011, correlated with respective number of downloads at that time. For a full list of all known 
Mraz performances, refer to http://www.commonpleasure.org/showdb/pastshows.php. This 
current list was compiled based on the listing on cp.org provided to me by the administrator, Jon 
Koch, and then correlating that with archive.org.  
 
    
2000    
909 1/15/00 Esther Living Room Carlsbad, CA 
1095 2/3/00 Java Joe's Ocean Beach, CA 
1228 2/4/00 Java Joe's Ocean Beach, CA 
14621 3/11/00 Vierling Living Room Lake Elsinore, CA 
4198 5/6/00 Vierling Living Room Lake Elsinore, CA 
894 5/26/00 Java Joe's Ocean Beach, CA 
1897 7/31/00 9:30 Club Washington, DC 
493 9/2/00 Java Joe's Ocean Beach, CA 
2171 10/18/00 Java Joe's Ocean Beach, CA 
    
2001    
1936 1/1/01 Java Joe's Ocean Beach, CA 
1438 1/9/01 Kass Bah West Hollywood, CA 
1837 1/16/01 Kass Bah West Hollywood, CA 
535 1/23/01 Kass Bah West Hollywood, CA 
1918 1/30/01 Kass Bah West Hollywood, CA 
1199 2/1/01 San Diego State University San Diego, CA 
824 2/6/01 Kass Bah West Hollywood, CA 
618 2/13/01 Kass Bah West Hollywood, CA 
1380 2/15/01 Java Joe's Ocean Beach, CA 
1175 2/27/01 Kass Bah West Hollywood, CA 
963 3/13/01 The Coffee House Los Angeles, CA 
1643 5/8/01 The Coffee House Los Angeles, CA 
885 5/15/01 Hotel Cafe Hollywood, CA 
765 5/18/01 217 Lounge Santa Monica, CA 
389 5/22/01 The Coffee House Los Angeles, CA 
5056 6/5/01 The Coffee House Los Angeles, CA 
673 6/12/01 The Coffee House Los Angeles, CA 
599 6/19/01 The Coffee House Los Angeles, CA 
869 6/28/01 Java Joe's Ocean Beach, CA 
2309 7/12/01 Java Joe's Ocean Beach, CA 
1390 7/14/01 Java Joe's Ocean Beach, CA 
1553 8/21/01 The Coffee House Los Angeles, CA 
2286 8/30/01 Java Joe's Ocean Beach, CA 
1676 8/31/01 Java Joe's Ocean Beach, CA 
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4482 11/23/01 Java Joe's Ocean Beach, CA 
846 12/2/01 "Go Loco" 92.1FM Studios Escondido, CA 
3683 12/6/01 Java Joe's Ocean Beach, CA 
    
2002    
923 2/27/02 The Coffee House Los Angeles, CA 
975 3/29/02 The Coffee House Los Angeles, CA 
666 4/13/02 Twiggs University Heights (San Diego), CA 
592 4/16/02 Hotel Cafe Hollywood, CA 
3754 4/20/02 Java Joe's Ocean Beach, CA 
2411 6/20/02 Java Joe's (2) [883 + 1528] Ocean Beach, CA 
13246 6/27/02 Java Joe's Ocean Beach, CA 
523 8/6/02 Hotel Cafe Hollywood, CA 
315 8/13/02 The Mint Los Angeles, CA 
698 8/22/02 Hotel Café (Show 2) Hollywood, CA 
4402 8/29/02 Java Joe's Ocean Beach, CA 
956 8/31/02 Twiggs University Heights (San Diego), CA 
310 9/18/02 Luther Burbank Center For The Arts Santa Rosa, CA 
529 9/30/02 Mercury Lounge New York City, NY 
1597 10/11/02 The Fillmore San Francisco, CA 
1498 10/12/02 The Fillmore San Francisco, CA 
1503 10/14/02 92.1 FM Studios Escondido, CA 
2707 10/16/02 Belly Up Tavern Solana Beach, CA 
3029 10/17/02 Troubadour West Hollywood, CA 
749 10/20/02 Cafe Du Nord San Francisco, CA 
432 10/30/02 Mercury Lounge New York City, NY 
296 11/9/02 Kleinhans Music Hall Buffalo, NY 
267 11/10/02 Turning Stone Casino (2nd Show) Verona, NY 
224 11/17/02 D.A.R. Constitution Hall Washington, DC 
615 11/18/02 Higher Ground Winooski, VT 
2294 11/23/02 Messiah College Grantham, PA 
925 11/27/02 Alley Katz Richmond, VA 
2085 12/4/02 The Union @ Michigan State University East Lansing, MI 
797 12/10/02 St. Pete Times Forum Tampa, FL 
1304 12/13/02 United Center Chicago, IL 
    
2003    
1315 1/8/03 Union Square Virgin Records New York City, NY 
1396 1/8/03 Bowery Ballroom New York City, NY 
1403 1/10/03 The Fire (Show 1) Philadelphia, PA 
2062 1/10/03 The Fire (Show 2) Philadelphia, PA 
502 1/13/03 20th Century Theater Oakley, OH 
52448 1/15/03 Schuba's Tavern (2nd Show) Chicago, IL 
1219 1/16/03 The Quest Club Minneapolis, MN 
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865 1/18/03 Duck Room @ Blueberry Hill St. Louis, MO 
1375 1/19/03 The Bottleneck Lawrence, KS 
477 1/24/03 Dantes (Music Millenium on Archive) Portland, OR 
462 1/25/03 Easy Street Records Seattle, WA 
905 1/25/03 Crocodile Cafe Seattle, WA 
1868 1/27/03 Gypsy Tea Room Dallas, TX 
1300 1/28/03 Cactus Cafe Austin, TX 
535 1/28/03 Waterloo Records Austin, TX 
286 1/29/03 Virgin Megastore San Francisco, CA 
2429 1/29/03 Slim's (2) [1170 + 1259] San Francisco, CA 
677 1/30/03 House of Blues Hollywood, CA 
805 1/30/03 Last Call with Carson Daley   
4131 2/1/03 Spreckels Theater San Diego, CA 
511 3/2/03 Alumni Hall @ Gustavus Adolphus College Mankato, MN 
574 3/18/03 Kasmir Klub London, England 
2442 3/19/03 Betsey Trotwood London, England 
14239 3/24/03 House of Blues Anaheim, CA 
1704 3/25/03 Rio Theatre Santa Cruz, CA 
249 3/28/03 Centre For The Performing Arts Vancouver, Canada 
324 4/4/03 Triple M 105.5 FM Studios Madison, WI 
3807 4/5/03 Eagle's Ballroom @ The Rave Milwaukee, WI 
376 4/5/03 Rock 102.1 FM Studios Milwaukee, WI 
382 4/18/03 Alumni Lawn @ Vanderbilt University Nashville, TN 
618 4/27/03 Charlotte WB Stage @ Center City Fest Charlotte, NC 
928 5/1/03 Memorial Hall @ University of Kentucky Lexington, KY 
862 5/5/03 Park Avenue CDs Winter Park, FL 
442 5/5/03 House of Blues Lake Buena Vista, FL 
1227 5/6/03 Twilight (2) [836 + 391] Tampa, FL 
2100 5/11/03 Headliners Toledo, OH 
646 5/12/03 House of Blues Chicago, IL 
1879 5/16/03 Marquee Theater Tenoe, AZ 
200 5/16/03 KZON Studios Phoenix, AZ 
2068 5/18/03 RIMAC Arena @ University of California, San Diego La Jolla, CA 
2210 5/20/03 House of Blues Anaheim, CA 
599 5/21/03 House of Blues Hollywood, CA 
602 5/22/03 The Highlands Hollywood, CA 
1317 5/25/03 Roseland Theatre Portland, OR 
773 5/31/03 House of Blues Cambridge, MA 
812 6/5/03 Dingwalls London, England 
643 6/11/03 Scranton Cultural Center Scranton, PA 
1838 6/12/03 Bogart's Cincinnati, OH 
5393 6/13/03 Bonnaroo Music Festival Manchester, TN 
571 6/16/03 Coral Sky Backstage West Palm Beach, FL 
475 6/17/03 Freebird Cafe Jacksonville, FL 
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253 6/20/03 Tremont Music Hall Charlotte, NC 
667 6/23/03 Webster Theatre Hartford, CT 
601 6/25/03 Stone Pony Asbury, NJ 
4364 6/26/03 Crystal Ballroom Portland, OR 
3216 7/23/03 Crest Theatre Sacramento, CA 
2144 7/24/03 Lobero Theater Santa Barbara, CA 
322 7/26/03 Pacific Amphitheater Costa Mesa, CA 
1351 8/5/03 The Pageant St. Louis, MO 
1532 8/6/03 Agora Theater (2) [303 + 1229] Cleveland, OH 
1557 8/9/03 Del Mar Fairgrounds Del Mar, CA 
2609 8/12/03 Electric Factory Philadelphia, PA 
4110 8/13/03 Roseland Ballroom New York City, NY 
1908 8/17/03 Sunoco Performance Theatre Harrisburg, PA 
877 8/18/03 Egyptian Room Indianapolis, IN 
1748 8/26/03 Promowest Pavilion Columbus, OH 
624 8/29/03 Club Soda Montreal, Canada 
4549 9/3/03 The Roxy Boston, MA 
501 9/4/03 Navy Pier Chicago, IL 
1150 9/22/03 Concorde 2 Brighton, England 
327 9/23/03 Metro London, England 
445 9/25/03 Bush Hall London, England 
2268 9/26/03 Bush Hall London, England 
1074 9/28/03 Life Café (2) [395 + 679] Manchester, England 
457 10/3/03 Fleet Center (The Garden on Archive) Boston, MA 
1263 10/9/03 Calvin Theater Northhampton, MA 
281 10/10/03 Harro East Ballroom Rochester, NY 
571 10/10/03 Jillian's Rochester, NY 
637 10/11/03 Convocation Center @ University of Ohio Athens, OH 
297 10/12/03 Convocation Center @ Eastern Michigan University Ypsilanti, MI 
2724 10/14/03 Uptown Theatre (2) [655 + 2069] Kansas City, MO 
1485 10/20/03 First Avenue (2) [790 + 695] Minneapolis, MN 
239 10/25/03 Ryder Center @ Saginaw Valley State University Saginaw, MI 
653 10/30/03 University of Missouri Columbia, MO 
1702 10/31/03 Ball State University Muncie, IN 
226 11/6/03 KZON Studios Phoenix, AZ 
395 11/6/03 Dodge Theatre Phoenix, AZ 
37990 11/7/03 Wiltern LG (2) [814+37176] Los Angeles, CA 
793 11/8/03 Warfield Theater San Francisco, CA 
4684 11/9/03 Bridges Auditorium @ The Claremont Colleges                    (2) [1171 + 3513] Claremont, CA 
453 11/10/03 Memorial Auditorium @ Stanford University  Palo Alto, CA 
1148 11/13/03 Moore Theatre (2) [591 + 557] Seattle, WA 
2102 11/18/03 Duke Ellington Ballroom @ Northern Illinois University     (2) [754 + 1348] Dekalb, IL 
806 11/22/03 Border's Books & Music Bryn Mawr, PA 
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1243 11/22/03 Villanova Room @ Villanova University Villanova, PA 
1317 11/23/03 Muhlenberg College Allentown, PA 
12565 11/28/03 Florida Theatre Jacksonville, FL 
2379 11/29/03 House of Blues (2) [1225 + 1154] Lake Buena Vista, FL 
930 11/30/03 Roxy Theatre Atlanta, GA 
1827 12/10/03 Murat Theater Indianapolis, IN 
1206 12/19/03 CBS Studios Los Angeles, CA 
    
2004    
3895 1/6/04 Java Joe's @ Kelly's Pub San Diego, CA 
3132 2/16/04 Shepherd's Bush Empire (2) [1617 + 1515] London, England 
5389 2/24/04 On Air East Tokyo, Japan 
7631 4/15/04 Lestat's Normal Heights (San Diego), CA 
573 5/7/04 Budweiser Stage @ Cityfest Live Music Festival Charlotte, NC 
3052 5/14/04 Orpheum Theater Minneapolis, MN 
3262 5/15/04 Chicago Theatre Chicago, IL 
5807 5/21/04 Tower Theater (3) [3221 + 299 + 2287] Upper Darby, PA 
713 5/22/04 Oakdale Theatre Wallingford, CT 
2155 5/24/04 Beacon Theater New York City, NY 
979 5/26/04 Taft Theater Cincinnati, OH 
2704 5/27/04 DAR Constitution Hall (2) [1645 + 1059] Washington, DC 
532 5/29/04 Reliant Park Festival Plaza Houston, TX 
4046 6/5/04 Murat Theater (2) [3095 + 951] Indianapolis, IN 
1161 6/10/04 Van Centre Vancouver, Canada 
2091 6/11/04 5th Avenue Theatre (2) [652 + 1439] Seattle, WA 
2920 6/12/04 Keller Auditorium (3) [519 + 1590 + 811] Portland, OR 
370 6/12/04 Kink 101.9 Live Performance Lounge Portland, OR 
3713 6/16/04 Walt Disney Concert Hall  (4) [646 + 1144 + 680 +1243] Los Angeles, CA 
1007 6/18/04 House of Blues @ Mandalay Bay Hotel & Casino Las Vegas, NV 
12258 6/20/04 Copley Symphony Hall San Diego, CA 
624 8/8/04 Local 94.9 Studios San Diego, CA 
3392 8/20/04 Belly Up Tavern Solana Beach, CA 
2477 9/3/04 Gorge Amphitheatre (2) [1293 + 1184] George, WA 
2672 9/4/04 Gorge Amphitheatre (3) [299 + 1571 + 802] George, WA 
4330 9/5/04 Gorge Amphitheatre (3) [2150 + 1357 + 823] George, WA 
760 9/8/04 USANA Amphitheater West Valley City, UT 
5120 12/8/04 Roxy Theatre West Hollywood, CA 
    
2005    
12681 1/8/05 Majestic Ventura Theater (2) [6636+6045] Ventura, CA 
1732 1/9/05 Tempe Beach Park Amphitheatre Tempe, AZ 
5085 1/30/05 Lestat's Normal Heights (San Diego), CA 
13564 3/11/05 Kirkland Fine Arts Center @ Millikin University                  (2) [1716+11848] Decatur, IL 
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4126 3/22/05 Marian College Civic Center Indianapolis, IN 
1948 4/2/05 Universal Studios Mardi Gras Orlando, FL 
4877 4/8/05 Fitness Center Auditorium @ Washington College                (2) [2902+1975] Chestertown, MD 
1534 6/14/05 Kimmel Center Philadelphia, PA 
2539 6/15/05 Radio City Music hall New York City, NY 
2600 6/18/05 Meyeroff Symphony Hall Baltimore, MD 
991 6/20/05 Aronoff Center Cincinnati, OH 
2672 7/8/05 Music Millenium  (Arlene Schnitzer Concert Hall on Archive) Portland, OR 
4768 7/25/05 Troubadour West Hollywood, CA 
1240 7/27/05 Housing Works Bookstore Cafe New York City, NY 
1711 8/27/05 Home Depot Center (2) [555 + 1156] Carson, CA 
1956 8/28/05 Home Depot Center (2) [777 + 1179] Carson, CA 
1024 9/25/05 SBC Stage @ Zilker Park (2) [549 + 475] Austin, TX 
1467 9/28/05 The Pageant St. Louis, MO 
1933 9/30/05 University of Missouri Kansas City, MO 
2355 10/7/05 Gordon Field House Rochester, NY 
1596 10/8/05 McDonough Arena @ Georgetown University  (2) [932 + 664] Washington, DC 
2543 10/9/05 Orpheum Theatre Boston, MA 
2707 10/11/05 UNH Field House Durham, NH 
771 10/14/05 Charlottesville Pavilion Charlottesville, VA 
1155 10/21/05 Eagle's Ballroom @ The Rave Milwaukee, WI 
1065 10/26/05 SOMA San Diego, CA 
1314 10/29/05 The Joint @ The Hard Rock Hotel & Casino Las Vegas, NV 
4732 11/5/05 Wiltern LG (2) [1546 + 3186] Los Angeles, CA 
2628 11/6/05 Wiltern LG Los Angeles, CA 
732 11/13/05 Paramount Theatre (2) [250 + 482] Seattle, WA 
4375 11/26/05 Copley Symphony Hall San Diego, CA 
712 11/26/05 Border's Books & Music San Diego, CA 
582 12/1/05 UCF Arena Orlando, FL 
7549 12/3/05 Mizner Park Amphitheatre Boca Raton, FL 
906 12/10/05 The NorVa Norfolk, VA 
6507 12/13/05 9:30 Club Washington, DC 
    
2006    
937 1/25/06 Liquid Room Tokyo, Japan 
2319 2/14/06 Whelans Dublin, Ireland 
5124 3/22/06 Melbourne Lane (Manchester Lane on Archive) Melbourne, Australia 
205 3/23/06 Melbourne Lane Melbourne, Australia 
3251 5/18/06 Royal Oak Music Theatre Royal Oak, MI 
4761 5/19/06 Depaul University Chicago, IL 
236 5/22/06 Manchester Academy  Manchester, England 
695 6/25/06 Twiggs University Heights (San Diego), CA 
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1495 7/5/06 Pike's Peak Center Colorado Springs, CO 
4045 7/16/06 Montbleu Lake Tahoe, NV 
1509 8/1/06 Tivoli Brisbane, Australia 
4678 8/6/06 Jive Adelaide, Australia 
7194 8/7/06 Prince of Wales Melbourne, Australia 
422 9/17/06 Twiggs University Heights (San Diego), CA 
770 10/1/06 Twiggs University Heights (San Diego), CA 
265 10/8/06 Twiggs University Heights (San Diego), CA 
3540 10/19/06 V.P.I. @ Virginia Tech University Blacksburg, VA 
4017 10/21/06 Keystone Arena @ Kutztown University Kutztown, PA 
172 10/29/06 Twiggs University Heights (San Diego), CA 
302 11/5/06 Twiggs University Heights (San Diego), CA 
403 11/19/06 Twiggs University Heights (San Diego), CA 
344 11/26/06 Twiggs University Heights (San Diego), CA 
288 12/3/06 Twiggs University Heights (San Diego), CA 
546 12/10/06 Twiggs University Heights (San Diego), CA 
     
2007    
10311 1/20/07 Montbleu Casino (1.5) [4936 + 5375] Lake Tahoe, NV 
638 1/28/07 Twiggs University Heights (San Diego), CA 
375 2/18/07 Twiggs University Heights (San Diego), CA 
2631 3/12/07 Hotel Cafe Hollywood, CA 
1165 4/22/07 University of Buffalo Buffalo, NY 
52 6/22/07 Thekla Social, The Grove Bristol, England 
98 6/24/07 Concorde 2 Brighton, England 
7899 7/13/07 Round Two (Rotown) Rotterdam, Netherlands 
11178 7/15/07 Home Garden Concert Ootmarsum, Netherlands 
491 8/5/07 Café Dachkammer Berlin, Germany 
2942 8/6/07 Café Dachkammer (2) [538 + 2404] Berlin, Germany 
2430 9/14/07 Diddle Arena @ Western Kentucky University Bowling Green, KY 
8591 9/15/07 Converse College Spartanburg, SC 
    
2008    
375 1/20/08 Mueller College of Holistic Studies University Heights (San Diego), CA 
634 2/26/08 The Mountain 103.7 Studios Seattle, WA 
767 3/3/08 MetMichiel 3FM Studios Hilversum, Netherlands 
6613 3/3/08 Wisseloord Studios (2) [5348 + 1265] Hilversum, Netherlands 
870 3/3/08 Giel 3FM Hilversum, Netherlands 
3306 3/5/08 Privatclub Berlin, Germany 
397 3/18/08 Prince of Wales Melbourne, Australia 
6528 4/6/08 Troubadour West Hollywood, CA 
6434 4/13/08 World Cafe Live Philadelphia, PA 
1715 4/17/08 Belk Arena @ Davidson College Davidson, NC 
414 4/18/08 The National Richmond, VA 
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1647 4/19/08 NorVa (2) [1230 + 417] Norfolk, VA 
2068 4/23/08 Variety Playhouse Atlanta, GA 
441 6/29/08 ParkPop Den Haag, Netherlands 
1428 7/9/08 Melkweg Amsterdam, Netherlands 
423 7/17/08 WhiteLies Lawn @ White River State Park Indianapolis, IN 
1225 8/9/08 Enmore Theatre Sydney, Australia 
2260 8/12/08 The Forum Theatre Melbourne, Australia 
695 8/13/08 Prince of Wales Melbourne, Australia 
519 9/13/08 Morongo Casino Resort & Spa (Outdoor Pavilion # 2) Cabazon, CA 
815 10/10/08 Radio City Music Hall New York City, NY 
346 10/20/08 DAR Constitution Hall Washington, DC 
1406 10/27/08 Fillmore Auditorium Denver, CO 
1530 10/31/08 Open Air Theatre @ San Diego State University San Diego, CA 
1583 11/1/08 Greek Theatre Los Angeles, CA 
2905 11/10/08 Paramount Seattle, WA 
477 11/12/08 Schnitzer Concert Hall Portland, OR 
1432 11/17/08 Rialto Theater Tucson, AZ 
745 11/26/08 The National Richmond, VA 
1139 11/28/08 The National (3) [514 + 277 + 348] Richmond, VA 
335 12/2/08 Florida Theatre Jacksonville, FL 
1679 12/4/08 Ruth Eckerd Hall Tampa, FL 
1611 12/5/08 Fillmore Miami Beach Miami, FL 
    
2009    
1863 2/1/09 Mueller College of Holisitc Studies University Heights (San Diego), CA 
3825 2/12/09 Ryan Center @ University of Rhode Island Kingston, RI 
1178 4/20/09 Palais Theatre Melbourne, Australia 
1443 4/21/09 Festival Hall Melbourne, Australia 
859 5/3/09 The Colliseum Madison, WI 
1092 5/8/09 MGM Grand Garden Arena (3) [205 + 603 + 284] Las Vegas, NV 
540 5/9/09 MGM Grand Garden Arena (3) [284 + 118 + 138] Las Vegas, NV 
3078 5/10/09 Pearl Concert Theatre @ The Palms Resort & Casino Las Vegas, NV 
453 7/24/09 Hersheypark Stadium (2) [270 + 183] Hershey, PA 
1820 7/25/09 Merriweather Post Pavilion (2) [307 + 1513] Columbia, MD 
1562 8/4/09 Bank of America Pavilion Boston, MA 
351 8/17/09 Time Warner Cable Amphitheatre Cleveland, OH 
169 8/30/09 Save Mart Center Fresno, CA 
269 9/6/09 Seattle Center  (Bumbershoot Memorial Stadium on Archive) Seattle, WA 
989 9/19/09 Red Rocks Amphitheatre Morrison, CO 
415 9/26/09 Idaho Center Amphitheater Nampa, ID 
745 9/27/09 Rose Garden Arena Portland, OR 
208 9/30/09 General Motors Place Vancouver, Canada 
2040 10/4/09 Verizon Wireless Amphitheatre  Maryland Heights, MO 
814 10/10/09 Hollywood Bowl (2) [385 + 429] Hollywood, CA 
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2779 10/11/09 Cricket Wireless Amphitheatre (2) [669 + 2110] Chula Vista, CA 
866 11/11/09 Jason's House Oceanside, CA 
    
2010    
2285 2/27/10 Terrace Theater (2) [707 + 1578] Long Beach, CA 
316 2/28/10 Slavic Evangelic Church San Diego, CA 
2741 4/5/10 The Stronghold Venice, CA 
2216 9/12/10 Life Is Good Festival Canton, MA 
634 9/16/10 EMU Convocation Center Ypsilanti, MI 
673 9/17/10 Wrigley Field (3) [304 + 101 + 268] Chicago, IL 
483 9/18/10 Wrigley Field Chicago, IL 
282 10/2/10 Miller Park (Farm Aid) Milwaukee, WI 
1220 10/5/10 Scotiabank Place Ottawa, Ontario, Canada 
1314 10/8/10 Santa Barbara Bowl Santa Barbara, CA 
469 12/18/10 Neuroscience Institute Auditorium San Diego, CA 
    
2011    
896 1/22/11 Jitter's Coffee Pub Oceanside, CA 
1260 3/11/11 Linksoul Lab Oceanside, CA 
1001 7/3/11 Mystic Lake Casino Prior Lake, MN 
    
Since early September 2011  
1299 9/14/11 Emile's LRC (Show for Fans) Utrecht, The Netherlands 
1016 9/20/11 Palac Akropolis (2) [650 + 366] Prague, Czech Republic 
799 9/21/11 Passionskirche Berlin, Germany 
942 9/24/11 Merriweather Post Pavilion (2) [433 + 509] Columbia, MD 
461 10/3/11 Club M at the Grand Del Mar  San Diego, CA 
1222 12/3/11 Belly Up Tavern Solana Beach, CA 
    
2012    
1101 1/20/12 Bing Bar (Sundance) Park City, UT 
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APPENDIX C: SONG LIST 
 
This is a listing of songs know to be sung by Mraz in concert, including covers, and the number 
of times sung in concert, as of early September 2011. This includes Archive recordings, but also 
any known set list of any public performance, and even some that predate the collection of 
setlists. List provided by cp.org administrator, Jon Koch.  
 
Song #  Song # 
0% Interest 262   Blah, Blah, Blah 1 
1,000 Things 193   Blitzkrieg Bop 1 
10.000 Motherfuckers (That'll Do) 19   Boil Them Cabbages Down 1 
1982 Blues 1   Bone Dry 3 
A Hard Rain's A-Gonna Fall 1   Bright Eyes 32 
Absolutely Zero 144   Brown 2 
Acoustic Rhymer 20   Build Me Up Buttercup 31 
After An Afternoon 96   Bump And Twist 1 
Ah Willamina 1   Burning Bridges 24 
Ain't No Sunshine 1   Butterfly 266 
All Dialed In 14   Cannabis College 27 
All For Love 1   Caroling Biz 9 
All I Want For Christmas Is Us 5   Catch Up To You 1 
All Night Long 25   Childlike Wildlife 49 
All That Lies 4   Chinese Wheelchair 0 
All the Things She Said 1   Clear The Way 1 
All You Need Is Love 19   Clockwatching 87 
AM/PM 0   Coffee Cup Song 18 
Amazing Grace 1   Collapsible Plans 15 
America 1   Comedian 0 
Anabele 1   Common Pleasure 256 
And I'm Out 1   Conversation with Myself 69 
Anything You Want 91   Cosmic Dancer 1 
As Long As We've Got Each Other 2   Coyotes 79 
At Last 99   Creatures In The Yard 19 
Atlantis 1   Curbside Prophet 370 
Avocado Tree Song 2   Daddy Sang Bass 4 
Baby, It's Cold Outside 2   Dead End 9 
Ballad of Flo'z Kid 0   Dear Anna 31 
Battling Giants 0   Dear Mr. Sajack 0 
Bayaeh 2   Deborah 2 
Be Honest 3   Deep Blue Sea 1 
Be Love 8   Details In The Fabric 50 
Be Young Be Foolish Be Happy 1   Did I Fool Ya? 65 
Beautiful 2   Did You Get My Message? 96 
Beautiful Mess 209   Divorce Song 1 
Bella Luna 134   Do You Still Make Music? 0 
Best Seat In the House 0   Don't Change At All 9 
Better 74   Don't Look Back 2 
Big Blue Sea 1   Don't They Know It's Christmas Time 1 
Big Bottoms 2   Dr. Pepper Song 0 
Bigmac 0   Dramatica Mujer 56 
Billie Jean 6   Dreamlife of Rand McNally 140 
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Song #  Song # 
Eat Your Virginia 1  House On The Hill 1 
Everything's On (In A Daydream) 0  How Do You Do In Love 2 
Express Yourself 0  How Does It Feel 6 
Eyes Open (Remember My Name) 11  I Can't Go For That 21 
Faith 1  I Don't Want To See The Sun 2 
Fall Into the Face of Love 1  I Fell In Love 1 
Fall Through Glass 73  I Got You Babe 1 
Falling All Over the World 1  I Never Knew You 2 
Fernie's Groove 6  I Raise Up 1 
Ffun 11  I Want My House Back 0 
Figgy Bangin' 0  I Want You Back 1 
Fine Dining 8  I'll Funk Your Brains Out 7 
Fly Me To The Moon 9  I've Got A Crush On You 1 
For What It's Worth 1  I'll Do Anything 241 
Frank D. Fixer 19  I'm Yours 490 
Freakshow 9  If It Kills Me 105 
Freedom Song 20  Improv 82 
From Here On Out 1  In My Life 2 
Fuck Thanksgiving 1  In The Future 6 
Future Boy 18  In The Name of Love 6 
Galaxy 22  In The Ocean 1 
Gangsta 16  It's Not Unusual 1 
Gay In Hollywood 2  It's Already Over 1 
Geek In The Pink 206  Je T'adore 1 
Georgia On My Mind 1  Jesus Bo Bezus 14 
Ghetto Blaster 42  Jingle Bells 2 
Give Peace A Chance 1  Just One Thing 0 
Giving Up 1  Keep Driving 0 
God Be With You 0  Keep On Hoping 10 
God Moves Through You 0  Kidd Kraddick Theme 1 
God Rests In Reason 31  King Stahlman's Bail Bonds Blues 3 
Good Old Fashioned Lover Boy 0  La Da Da 1 
Good Orderly Direction 0  La Nueva Belleza 0 
Great Unfinished World 2  Land Down Under 4 
Gypsy MC 111  Last Christmas 2 
Halfway Home 91  Laughing Inside 3 
Happy Birthday 10  Leave It In Your Hands 2 
Happy Endings 5  Left One 0 
Haven't You Heard? 0  Life Is Wonderful 250 
Hawaii Yoga Song 1  Life's A Lonely Road 1 
Hero 2  Life's Great Work 1 
Hey Love 18  Lisa's Hands 1 
High Friend 2  Little Boxes 1 
Highway To Hell 1  Little Drummer Boy 1 
Holiday Hangover 2  Little Spanish Lady 1 
Holiday Ho 3  Little You & I 54 
Holiday Pageant Skit/Song 34  Live High 222 
Honest 1  Long Road To Forgiveness 3 
Hope For The Flowers 1  Love For A Child 43 
Hot, Humid, And High 1  Love Is Good Like That 1 
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Song #  Song # 
Eat Your Virginia 1  House On The Hill 1 
Everything's On (In A Daydream) 0  How Do You Do In Love 2 
Express Yourself 0  How Does It Feel 6 
Eyes Open (Remember My Name) 11  I Can't Go For That 21 
Faith 1  I Don't Want To See The Sun 2 
Fall Into the Face of Love 1  I Fell In Love 1 
Fall Through Glass 73  I Got You Babe 1 
Falling All Over the World 1  I Never Knew You 2 
Fernie's Groove 6  I Raise Up 1 
Ffun 11  I Want My House Back 0 
Figgy Bangin' 0  I Want You Back 1 
Fine Dining 8  I'll Funk Your Brains Out 7 
Fly Me To The Moon 9  I've Got A Crush On You 1 
For What It's Worth 1  I'll Do Anything 241 
Frank D. Fixer 19  I'm Yours 490 
Freakshow 9  If It Kills Me 105 
Freedom Song 20  Improv 82 
From Here On Out 1  In My Life 2 
Fuck Thanksgiving 1  In The Future 6 
Future Boy 18  In The Name of Love 6 
Galaxy 22  In The Ocean 1 
Gangsta 16  It's Not Unusual 1 
Gay In Hollywood 2  It's Already Over 1 
Geek In The Pink 206  Je T'adore 1 
Georgia On My Mind 1  Jesus Bo Bezus 14 
Ghetto Blaster 42  Jingle Bells 2 
Give Peace A Chance 1  Just One Thing 0 
Giving Up 1  Keep Driving 0 
God Be With You 0  Keep On Hoping 10 
God Moves Through You 0  Kidd Kraddick Theme 1 
God Rests In Reason 31  King Stahlman's Bail Bonds Blues 3 
Good Old Fashioned Lover Boy 0  La Da Da 1 
Good Orderly Direction 0  La Nueva Belleza 0 
Great Unfinished World 2  Land Down Under 4 
Gypsy MC 111  Last Christmas 2 
Halfway Home 91  Laughing Inside 3 
Happy Birthday 10  Leave It In Your Hands 2 
Happy Endings 5  Left One 0 
Haven't You Heard? 0  Life Is Wonderful 250 
Hawaii Yoga Song 1  Life's A Lonely Road 1 
Hero 2  Life's Great Work 1 
Hey Love 18  Lisa's Hands 1 
High Friend 2  Little Boxes 1 
Highway To Hell 1  Little Drummer Boy 1 
Holiday Hangover 2  Little Spanish Lady 1 
Holiday Ho 3  Little You & I 54 
Holiday Pageant Skit/Song 34  Live High 222 
Honest 1  Long Road To Forgiveness 3 
Hope For The Flowers 1  Love For A Child 43 
Hot, Humid, And High 1  Love Is Good Like That 1 
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Song #  Song # 
Eat Your Virginia 1  House On The Hill 1 
Everything's On (In A Daydream) 0  How Do You Do In Love 2 
Express Yourself 0  How Does It Feel 6 
Eyes Open (Remember My Name) 11  I Can't Go For That 21 
Faith 1  I Don't Want To See The Sun 2 
Fall Into the Face of Love 1  I Fell In Love 1 
Fall Through Glass 73  I Got You Babe 1 
Falling All Over the World 1  I Never Knew You 2 
Fernie's Groove 6  I Raise Up 1 
Ffun 11  I Want My House Back 0 
Figgy Bangin' 0  I Want You Back 1 
Fine Dining 8  I'll Funk Your Brains Out 7 
Fly Me To The Moon 9  I've Got A Crush On You 1 
For What It's Worth 1  I'll Do Anything 241 
Frank D. Fixer 19  I'm Yours 490 
Freakshow 9  If It Kills Me 105 
Freedom Song 20  Improv 82 
From Here On Out 1  In My Life 2 
Fuck Thanksgiving 1  In The Future 6 
Future Boy 18  In The Name of Love 6 
Galaxy 22  In The Ocean 1 
Gangsta 16  It's Not Unusual 1 
Gay In Hollywood 2  It's Already Over 1 
Geek In The Pink 206  Je T'adore 1 
Georgia On My Mind 1  Jesus Bo Bezus 14 
Ghetto Blaster 42  Jingle Bells 2 
Give Peace A Chance 1  Just One Thing 0 
Giving Up 1  Keep Driving 0 
God Be With You 0  Keep On Hoping 10 
God Moves Through You 0  Kidd Kraddick Theme 1 
God Rests In Reason 31  King Stahlman's Bail Bonds Blues 3 
Good Old Fashioned Lover Boy 0  La Da Da 1 
Good Orderly Direction 0  La Nueva Belleza 0 
Great Unfinished World 2  Land Down Under 4 
Gypsy MC 111  Last Christmas 2 
Halfway Home 91  Laughing Inside 3 
Happy Birthday 10  Leave It In Your Hands 2 
Happy Endings 5  Left One 0 
Haven't You Heard? 0  Life Is Wonderful 250 
Hawaii Yoga Song 1  Life's A Lonely Road 1 
Hero 2  Life's Great Work 1 
Hey Love 18  Lisa's Hands 1 
High Friend 2  Little Boxes 1 
Highway To Hell 1  Little Drummer Boy 1 
Holiday Hangover 2  Little Spanish Lady 1 
Holiday Ho 3  Little You & I 54 
Holiday Pageant Skit/Song 34  Live High 222 
Honest 1  Long Road To Forgiveness 3 
Hope For The Flowers 1  Love For A Child 43 
Hot, Humid, And High 1  Love Is Good Like That 1 
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Song #  Song # 
Love Is Real 0  Peg 27 
Love Looks Like 10  Pennies From Heaven 2 
Lovely Day 2  Personal Ads 21 
Loving Cup 18  Phonograph 1 
Lucky 192  Piano Man 1 
Magnetic Poetry 6  Plain Jane 5 
Make It Mine 248  Plane 141 
Man Gave Names To All The Animals 3  Please Don't Tell Her 130 
Marriage Song 0  Portishite 0 
Mary Jane 25  Prettiest Friend 10 
Mayhem Is Beautiful 2  Psycho Analyzer 4 
Mechanicsville 0  Psycho Killer 8 
Melt With You 0  Puff the Magic Dragon 1 
Merry Holidays 2  Purple Haze 1 
Millionaire 2  Put Down That Remote Control 7 
Morning Theft 1  Random Topic 1 
Mr. Curiosity 105  Reflections 22 
Mr. Rogers Coco Puff 0  Rescue 5 
Ms. Heather And Mr. Grey 3  Rhyme! 0 
Mudhouse 28  Right Kind of Phrase 146 
Murder 1  Rock With You 7 
Music To Watch Girls By 14  Rocket Man 94 
Nasty Butler 0  Rocky Raccoon 1 
No Doubling Back 59  Run Boy, Run 1 
No Stopping Us 248  Running 26 
No Woman, No Cry 2  Rye Whiskey 0 
No Yesterdays 8  Sail Away 5 
Nobody Sees 0  San Disco Reggaefornia 14 
Nobody's Fault But Mine 1  Saturday In The Park 5 
O Come All Ye Faithful 0  Sava 2 
O Lover 28  Say Anything 17 
Occupation Of Love 0  Say Hey 1 
Ocean of Memories 2  Say What You Won't 0 
Oh Happy Day 7  Scribbler's Heart 4 
Older Lover Undercover 76  Sea Captain 3 
On Love, In Sadness 143  Seaside 2 
On The Serious Side 1  Self Depricating Hip-Hop 11 
Once Upon A High 1  She's Mine 1 
One A.M. 2  Shy That Way 34 
One Find 7  Signed, Sealed, Delivered 2 
One Love 0  Silent Love Song 1 
Only Human 138  Silent Night 2 
Only Love Can Kill The Blues 0  Simplesmente Tudo 0 
Ooooh 2  Sleep All Day 285 
Open Sesame 4  Sleeping to Dream 106 
Out Of The Woodwork 1  So Unusual 130 
Page 3 0  Song About Duality 0 
Pah Parah 2  Song For A Dancer 11 
Paranoid Android 1  Song For A Friend 132 
Pay At The Pump 1  Song For Peace 0 
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Song #  Song # 
Love Is Real 0  Peg 27 
Love Looks Like 10  Pennies From Heaven 2 
Lovely Day 2  Personal Ads 21 
Loving Cup 18  Phonograph 1 
Lucky 192  Piano Man 1 
Magnetic Poetry 6  Plain Jane 5 
Make It Mine 248  Plane 141 
Man Gave Names To All The Animals 3  Please Don't Tell Her 130 
Marriage Song 0  Portishite 0 
Mary Jane 25  Prettiest Friend 10 
Mayhem Is Beautiful 2  Psycho Analyzer 4 
Mechanicsville 0  Psycho Killer 8 
Melt With You 0  Puff the Magic Dragon 1 
Merry Holidays 2  Purple Haze 1 
Millionaire 2  Put Down That Remote Control 7 
Morning Theft 1  Random Topic 1 
Mr. Curiosity 105  Reflections 22 
Mr. Rogers Coco Puff 0  Rescue 5 
Ms. Heather And Mr. Grey 3  Rhyme! 0 
Mudhouse 28  Right Kind of Phrase 146 
Murder 1  Rock With You 7 
Music To Watch Girls By 14  Rocket Man 94 
Nasty Butler 0  Rocky Raccoon 1 
No Doubling Back 59  Run Boy, Run 1 
No Stopping Us 248  Running 26 
No Woman, No Cry 2  Rye Whiskey 0 
No Yesterdays 8  Sail Away 5 
Nobody Sees 0  San Disco Reggaefornia 14 
Nobody's Fault But Mine 1  Saturday In The Park 5 
O Come All Ye Faithful 0  Sava 2 
O Lover 28  Say Anything 17 
Occupation Of Love 0  Say Hey 1 
Ocean of Memories 2  Say What You Won't 0 
Oh Happy Day 7  Scribbler's Heart 4 
Older Lover Undercover 76  Sea Captain 3 
On Love, In Sadness 143  Seaside 2 
On The Serious Side 1  Self Depricating Hip-Hop 11 
Once Upon A High 1  She's Mine 1 
One A.M. 2  Shy That Way 34 
One Find 7  Signed, Sealed, Delivered 2 
One Love 0  Silent Love Song 1 
Only Human 138  Silent Night 2 
Only Love Can Kill The Blues 0  Simplesmente Tudo 0 
Ooooh 2  Sleep All Day 285 
Open Sesame 4  Sleeping to Dream 106 
Out Of The Woodwork 1  So Unusual 130 
Page 3 0  Song About Duality 0 
Pah Parah 2  Song For A Dancer 11 
Paranoid Android 1  Song For A Friend 132 
Pay At The Pump 1  Song For Peace 0 
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Song #  Song # 
Soul Power 2  Too Much Food 147 
Soul Train 16  Traveler 74 
Sparks 1  Tri-Daddy Crew 0 
Spiders Doing Push-ups 4  Try Try Try 0 
Spirit In The Sky 3  Two Chord 1 
Spontaneous Reggae Superband Jam 9  Unfold 428 
Spooky 1  Unfunky UFO 6 
Stalker Song 1  United States National Anthem 4 
Stand By Me 1  Unknown 5 
Step Into The Light 3  Unravel 13 
Still Working 3  Up 18 
Strange 14  Use Me 1 
Stranger In The Sky (Make Believe) 8  Waiting On a Friend 1 
Sucker Punch From Cupid 0  Warming Up 22 
Suerte 0  Warrior Girl 1 
Summer Breeze 59  Water 17 
Summertime 3  We're All Connected 1 
Sweet Caroline 1  Wear Your Sign 0 
Sweet Child Of Mine 1  West End 1 
Take Me Away 0  What Mama Say 26 
Thank You 2  What The Hell Is Eggnog? 2 
The Beauty In Ugly 5  What We Love Is What We Become 1 
The Boogie Song 1  What We Want 3 
The Boy's Gone 98  What Would Love Do 14 
The Copchase 83  When The Saints Go Marching In 1 
The Darkest Space 16  When You Wish Upon a Star 1 
The Dynamo Of Volition 274  Who Needs Shelter 154 
The E Song 1  Who Will Save Your Soul 1 
The Forecast 23  Wildwood Weed 2 
The Joker 1  Winter Wonderland 23 
The Last Words 0  Won't You Be My Neighbor 2 
The Longest Day Of The Year 12  Wordplay 53 
The Only Life You Can Save 29  Years Go Fast 2 
The Purpose Is The Porpoise 1  You & I Both 551 
The Rainbow Connection 46  You And I 1 
The Remedy (I Won't Worry) 640  You Fuckin' Did It 6 
The Sunshine Song 22  You Make Me High (Spinning) 22 
The Weight 1  You've Gotta Have Heart 1 
The World As I See It 1  Your Kiss 1 
The World Exploded Into Love 1 
Theme From My MySpace 1 
They Shaped My Life 26 
They Were Lovers 1 
Things Are Gonna Wait 1 
Thinkin' About You 7 
This Is Why I'm Hot 1 
This Unthinkable Place 6 
Tied Down 0 
Tiger Spots 3 
Tonight, Not Again 185 
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APPENDIX D: SELECTED LYRICS 
 
 As should be clear by now, there may be considerable variation any time Mraz performs 
a song, especially lyrically. The lyrics presented below are not presented as “official” lyrics, per 
se, but are offered as supplemental for readers who would like to contextualize some of the songs 
discussed in chapter 4.  
 
“Curbside Prophet,” Waiting For My Rocket to Come (2002) 
 
I’m just a curbside prophet with my hand in my pocket / and I’m waiting for my rocket to come 
I’m just a curbside prophet with my hand in my pocket / and I’m waiting for my rocket y’all, hey 
 
Ya see it started way back in NYC / when I stole my first rhyme from the m-i-c 
At a West End Avenue at 63 / it’s’a beginning of a leap year, February, ‘96 
when a guitar picked up in the mix / I committed to the licks like a nickel back of tricks 
Well look at me now, look at me now, look at me now, now, now, now 
 
I’m just a curbside prophet with my hand in my pocket / and I’m waiting for my rocket to come 
I’m just a curbside prophet with my hand in my pocket / and I’m waiting for my rocket y'all, hey 
 
Well you’re never-na never go’n guess / where I’ve been been been 
And I have no regrets that I bet my whole checking account 
because it all amounts to nothing up in the end 
Well you can only count that “On the Road Again” will soon be on the radio dial 
And I been payin’ close attention to the Willie Nelson style 
Like a, a band of gypsies on the highway while 
as I’m a one man wishin’ on the California skyline 
Drive up the coast, I brag and I boast, 
because I’m pickin’ up my pace and makin’ time like space ghost,  
Raising a toast to the highway patrol with the most, 
but my cruise control’s on coast 
‘Cause I’m tourin’ around the nation on extended vacation, 
see I got Elsa the dog who exceeds my limitation. 
I say, “I like your style, crazy pound pup! You need a ride? [woof] 
well come on, girl, hop in the truck!” 
 
With the curbside prophet, with my hand in my pocket / and I’m waiting for my rocket to come. 
I’m just a curbside prophet, with my hand in my pocket / and I’m waiting for my rocket y'all 
I’m just a curbside prophet, with my hand in my pocket / and I’m waiting for my rocket to come on 
I’m just a curbside prophet, with my hand in my pocket / and I’m waiting for my rocket y'all 
 
See I’m a down home brother, redneck undercover with my guitar here I’m ready to play  
and I’m a sucker for philly, got a natural ability, give the freestyle, look at my flexibility 
Dangerous on the mic, my ghetto hat’s cocked right 
All the ladies say, “Yo, that kid is crazy” 
We got the backstage betties taking more than they can get,  
they say, “What's up with M-r-a-z?” 
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Hey, hey, hey, hey, hey, something’s different in my world today 
Well they changed my traffic signs / to a brighter yellow  
Hey, hey, something’s different in my world today 
Well they changed my traffic sign / to a brighter yellow 
 
I’m just a curbside prophet love, a curbside brother love, 
a curbside brother love, a curbside oh come on, 
I’m just a curbside prophet and I’m waiting for my rocket, 
I’m waiting for my rocket to come...  
 
 
 
“Gypsy MC” (Video 12/—/04, filmed on the road and in a hotel room) 
(Italicized lyrics are of particular interest in, or correlate to, discussions within the main text.) 
 
[rapped lyrically] 
I’d like to give a shout out to all the g-y-p’s / and individualize, because I am an MC 
I can because I care ‘cause my family’s there / ‘cause I, ‘cause I, 
‘Cause I appreciate the mentality of music / Savin’ all my sentences unless of course they’re smoothly spoken 
Quiet type, the kind to watch out for / Nomad of the clan, perpetratin’ the scam sure.  
I’m the boy with the fallopian voice / Straight from the sleeve of any wizard of choice.  
I got the reason to be roamin’ out the coverage area / Send me the bill if all my lovin’ is scarin’ ya.  
Dare you to dream the way that I believe / ‘Got the skill to go commando in any fatigues, 
I got the best damn band in the music scene / But I could also flow solo or just let it be, because, of the love, 
Oh the self realization is the if, and, and but / ‘Cause ya gotta know your name before you play-a the game 
Keep a level-headed check on your health and stay sane 
Address the tack on the track / Put the needle on the record and prepare for playback 
Say Jack, could I buy another vowel? / I need another clue and I could also use a towel 
And how, goes, the medium tempo? / Slayin’ all the teachers like the class of ‘84 
And down low, you know my fidelity’s gold / Well I would never hurt a fly with my flip flops on 
Got control, even keep a clean toilet bowl / 2,000 flushes blue, and it’s still goin’ strong 
Do I do what I do for the sake of the song / comin’ through on the radio—it’s for you. 
This is proof. My own story’s a spoof / I’ll always be a gypsy, I’ll forever be aloof 
And if you never get to likin’ me, it’s ok, too / But you made it this far, so pay a toll at the booth,  
 
[sung lyrically] then move on—[spoken] yeah, I got top score on Donkey Kong—  
[sung] move on, move-a move-a, move-a move-a, move on. 
 
[rapped lyrically] 
True or false? I can be a sensitive man / With sensible plans for the everyday woman  
And I can keep her eatin’ out the palm of my hand / Because the dope that we smoke was grown on my land. 
The words I burn, they don’t come from a can / The movie in my mind’ll be the winner at Cannes 
So take your chance / Apply for full or part-time romance / Cleverer the better measure up to whatever 
‘Cause it don’t matter how tall / How fat or how small / Equal opportunity’s open to all 
The casting call, the line forms down the hall / All you need is ID that shows that you’re legal 
But people with egos / Well you better not go ‘cause you know I don’t need those 
and if you got a problem that I really oughtta read / Post it on the web care of RKOP 
It’s easy like me but a bit less than sleazy / Go heavy on the melody and a little cheese 
And if you can’t stand the kitchen get the hell out the heat 
To meet with the geek all you need is a heart beat beat beat beat beat beat beat beat beat 
 
[sung lyrically] 
And remember that fame / Fame is / Nothing more than loving someone 
And fortune / Is nothing more than loving what you do  
Is nothing more than loving you 
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[rapped lyrically] 
Well I’m Type A Positive / And just the way I like it 
Right away I’m satisfied with my food before I try it 
Can’t deny it to save my life / I’m never lyin’ 
To brave this mic without the same thing twice 
Is actually an act of stayin’ up all night 
With the mood just right and the purchase of a flight from the West Coast 
To the Northern Lights / it’s Aurora Borealis’ company that I’m tight with 
 
Despite all the things that you’ve heard / I’ll admit that most is true and I’ll be keepin’ my word 
By doin’ double duty on the search for new verbs / And I’ll report to work early to deliver the worm 
With a back well covered by The Buddies of Ease / There ain’t no way in hell that I could ever catch a disease 
And breakin’ all the codes on the latest machines / Well I will even let you download me for free 
 
[sung lyrically] 
I’m free / I’m free  
Just remember that fame / Fame is / Nothing more than loving someone 
And fortune / Is nothing more loving what you do 
And in the eyes of love / Love will overcome 
Love will overcome / Will ov-, will over, overcome / It’s true 
‘Cause look what you’ve done to me / To the gypsy 
 
[Video closes with screen shot of the words: “For all the gypsies at RKOP”] 
 
 
 
“Wordplay,” Mr. A-Z (2005) 
 
I’ve been all around the world / I’ve been a new sensation 
But it doesn’t really matter / In this g-generation 
The sophomore slump is an uphill battle / And someone said that ain’t my scene 
‘Cause they need a new song / Like a new religion / Music for the television 
I can’t do the long division / Someone do the math 
For the record label puts me on the shelf up in the freezer 
Got to find another way to live the life of leisure 
So I drop my top / Mix and I mingle 
Is everybody ready for the single and it goes... 
 
[Chorus] 
Ha La La La La / Now listen closely to the verse I lay 
(Ha La La La La) / It's all about the wordplay 
(Ha La La La Love) / The wonderful thing it does 
Because, because / I am the wizard of ooh’s and ah’s and fa-la-la’s 
Yeah the Mister A to Z / They say I’m all about the wordplay 
Well it’s time to get ill, I got your remedy / For those who don’t remember me 
Well let me introduce you to my style 
I try to keep a jumble / And the lyrics never mumble 
When the music’s makin’ people tongue-tied 
 
You want a new song / Like a new religion / Music for the television 
I can’t do the long division / Someone do the math 
For the people write me off like I’m a one-hit wonder 
Gotta find another way to keep from goin’ under 
Pull out the stops / Got your attention 
I guess it’s time again for me to mention 
The wordplay 
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[chorus] [slightly varied] 
 
I built a bridge across the stream of consciousness / It always seems to be a flowin’ 
But I don’t know which way my brain is goin’ 
Oh the ryhmin’ and the timin’ / Keeps the melodies inside me 
And they’re comin’ / Till I’m running out of air 
Are you prepared to take a dive into the deep end of my head 
Are you listening to a single word I’ve said 
 
[chorus] [slightly varied] [x2]  
